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Between April 13 and 16, 1983 , Iowa State University held its fifth 
Shakespeare Symposium. Like the previous one, this symposium was called 
"Shakespeare and His Contemporaries." For the first time the Iowa State 
Shakespeare Symposium collaborated with the Iowa Shakespeare Festival. 
During the symposium, the Festival's committee brought three productions 
to the Iowa State University's Fisher Theatre. These plays were Henry I V, 
Part I, performed by the University of Northern Iowa's theatre group, Measure 
for Measure, performed by the University of Iowa 's theatre group, and Mac-
beth, performed by the Iowa State University's theatre group . In addition to 
the performances at Iowa State University, these plays were presented through-
out the State of Iowa. 
The symposium featured two addresses. In the first, Jack 0 'Brien, artistic 
director of the Old Globe Theatre of San Diego, California, discussed the 
problems mounting productions of Shakespeare and of educating actors to play 
Shakespearean roles. In the second, Stephen Orgel , professor of English at 
John Hopkins University, examined the ways in which Shakespeare's plays 
were staged from the earliest productions until the nineteenth century as 
represented in paintings, engravings, book plates, and written descriptions. 
The papers presented here were delivered on April 15 and 16. The form 
in which they appear represents further consideration by each author of 
his/her topic since the meeting of the symposium. 
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ANIMATING WORD AND SPECTACLE IN THE 
MASQUE SCENES OF THE WINTER'S TALE 
Ellen M. Caldwell* 
281-288 
ABSTRACT. In The Winter's Tale Shakespeare dramatizes the debate between Inigo Jones 
and Ben Jonson by shifting the play's structure between verbal and visual, or what ] onson 
calls the soul and body of the masque . In V.iii , however, Shakespeare brings body and soul 
together. There, the masque itself becomes a meditation, using sensory images which work 
upon the memory and understanding, to confirm its principal spectator, Leontes, in the con-
viction of Hermione's innocence. By showing Leontes attain joyful insight through the same 
fallible senses which have so often misled characters in the play , Shakespeare redeems the 
artistic powers of the imagination . Moreover , Leontes , whose jealousy provokes the chaos 
of the play, restores order through the powers traditi onall y accorded the masque 's royal 
benefactor and imaginative participant. 
Index Descriptors: word , spectacle , masque, Ben ] onson, Inigo ] ones, medi tation , 
and spiritual exercises. 
In The Winter 's Tale Shakespeare dramatizes the debate between Inigo 
Jones and Ben Jonson by juxtaposing word and spectacle within the play . 
Denying a glimpse of such potentially spectacular events as the Delphic Oracle's 
pronouncement (111.i) or the father-daughter reunion (V.ii), the playwright 
makes his audience rely upon messengers' descriptions. When there are fine 
spectacles-Antigonus chased offstage by a bear, for example- there are few 
words to accompany them. In short, Shakespeare usually provi des either word, 
the report of occurrences, or spectacle, the latter with incoherent or with no 
explanatory discussion. Until the masque in V.iii , where word and spectacle 
combine to produce a transcendent vision, the play's structure shifts between 
verbal and visual, or what Jonson calls the soul and body of the masque, in this 
passage from prefatory remarks to Hymenaei (1606): " It is a noble and just 
advantage, that the things subjected to understanding have of those which are 
subjected to sense, that the one sort are but momentarie, and merely taking: 
the other impressing, and lasting ... So shortliv'd are the bodies of all things, 
in comparison of their soules. " 1 By splitting word from spectacle through most 
of the play, Shakespeare tests whether the masque form ultimately can recon-
cile three dichotomies: between art and nature, between dramatic illusion and 
reality, and between Ben Jonson's poetry and Inigo Jones' art. He does in fact 
unite them in V.iii, where the masque functions as a spiritual exercise to move 
Leontes through the stages of recognition, atonement, and reconciliation. 
*Department of English, Vanderbilt University, Nashville , TN 3 723 5. 
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Although there is nothing as elaborate as Ben ] onson and Inigo ] ones' 
court performances in The Winter's Tale, IV.iv nevertheless includes a number 
of typical masque features to suggest how this scene and V .iii approximate the 
court masque. These masque elements, of course, make a political point about 
the monarch's power to bring harmony to his own realm, as Stephen Orgel 
suggests. 2 Indeed, they offer evidence of a reconciliation between poet and 
architect, as described by D. ] . Gordon. 3 The powers of both poet and archi-
tect, however, are no match for the greatest artistic force in V.iii: the trans-
forming power of Leontes' imagination. 
Before the attempt by Leontes to unite word and action in V.iii, Shake-
speare offers instances of language's disjunction from spectacle in IV .iv. Often 
recognized as a central expression of the art versus nature theme in The Win-
ter's Tale, Polixenes' debate with Perdita on the natural art of "great creating 
Nature" stands in ironic counterpoint to the scene's actions. 4 What both 
characters assert, their actions deny : word and spectacle in IV.iv split because 
neither speaker has the imagination to see beyond his or her preoccupations. 
The egalitarian principles which Polixenes espouses for the garden, he con-
demns in his own family: "You see, sweet maid, we marry/ A gentler scion to 
the wildest stock,/ And make conceive a bark of baser kind/ By bud of nobler 
race" (IV.iv. 92-95 ). At first, Polixenes' observations of this wild stock, Perdita, 
produce only praise (11. 156-59). He notes that she treats her elders with rever-
ence, "dances featly" (1. 177), and conducts herself decorously. In short, she 
seems a ready candidate for marital grafting. But Polixenes fails imaginatively 
to see this analogy. His angry rejection of the marriage and chastisement of 
Florizel come with the same irrational force that characterized Leontes' jeal-
ousy in I.ii. Leontes, prompted by unfounded suspicions, and Polixenes, 
angered by Florizel's refusal to ask his father's permission to marry, contra-
dict their words by their own actions. The split between language and action 
shatters the harmony of both Sicilia's court and Bohemia's pastoral world. 
Similarly, the play mocks Perdita's staunch condemnation of streaked gilly-
vors (and the failure of imagination it suggests) by ultimately uniting her to 
Florizel-her word disproven by her action. 
These discrepancies between word and action threaten to disrupt IV.iv . 
To dramatize the movement from order at the scene 's beginning to chaos at its 
end, Shakespeare includes both masque and antimasque dances within IV.iv. 
The masque dance celebrates the future nuptials of Florizel and Perdita and 
confirms their verbally exchanged vows: the second antimasque dance of 
satyrs adumbrates Polixenes' disruption of banquet and betrothal. Besides 
the dances, IV.iv includes a number of other features characteristic of the 
masque. Florizel's description of the sheepshearing feast, "a meeting of the 
petty gods" with Perdita "the queen on't" (11. 4-5), recalls a numberof Jonson's 
mythologically cast masques. That Florizel, "the gracious mark o' th ' land," 
has been "obscured/ With a swain's wearing" (11. 8-9) is a reminder that royalty 
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customarily disguised themselves to appear in masque performances. Finally, 
by joining in the pastoral dance, spectators Perdita and Florizel become part of 
the spectacle, a melding of actors and audience which characterizes this enter-
tainment form . 
In IV.iv, Shakespeare employs masque features as if to guarantee an order 
of events controlled by artistry . Then by disrupting the masque, he reminds his 
audience of art's ephemerality. Like a court masque, this sheepshearing, an 
occasional performance, joins harmonious action with music and dancing. It 
also interrupts harmony with wild discord in the form of antimasque dances. 
This shifting from harmony to discord and the return to harmony offered 
stageworthy displays in court performances. The appearance of the masque's 
personages restored the peace disrupted by the antimasque's ugliness and chaos. 
Changes in scenery, dancers' costumes, and music would signal this restor-
ation. 5 Shakespeare's play follows a similar pattern. In both halves of The 
Winter's Tale, a raging king violates the initially harmonious world. Then just 
as the action threatens to become tragic, a comic order returns. IV.iv repeats 
this pattern in miniature. The Bohemian world begins in festive harmony: the 
rustics' dance, which Perdita and Florizel join , celebrates the sheepshearing 
festival's order and the natural course of the couple 's love. But the harmonious 
spectacle of the dance is shattered with Polixenes ' angry tirade . Although the 
scene estranging father and son ends on a cautiously optimistic note with 
Camillo's plans for the couple's exile, the festive mood has surely dissolved. 
Word and act, temporarily united in the courtship and dancing of Perdita and 
Florizel, are divorced again and remain so, until the miraculous events of V.iii. 
While the courtly masque and stayr antimasque dances of IV.iv mirror 
the conventional masque pattern of order disrupted and restored, IV.iv func-
tions generally as an antimasque to the masque of V.iii, where familial and 
romantic bonds severed in IV.iv are joined under Paulina's direction in the 
masque she stages. 6 Paulina greets the royal spectators who visit her gallery 
and chapel with the mark of hospitality commonly afforded noble guests: a 
specially prepared entertainment . With her histrionic drawing of the curtain to 
reveal Hermione, Paulina introduces her masque with a brief exposition of the 
statue's commission and placement. However, this masque presenter engineers 
not only the statue's revival but the greater transformation which Leontes 
undergoes. 
From his position in the audience, the monarch traditionally played a part 
in the court masque. His reaction to what was enacted on stage concerned the 
specta tor as much as did the masque's plot . Similarly, Leontes provides the 
focal point for both stage and audience spectators as the ranking noble for 
whom Paulina intends the performance. At the moment when Hermione de-
scends from her platform, urged by Paulina's words, by music, and by Leontes' 
awakened imagination, she imitates the masque's climactic mingling of audi-
ence and masquers. For the dance which traditionally ends the masque and 
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celebrates restored order, Shakespeare substitutes the literal reunion of hus-
band and wife, an action which symbolically returns the royal spectators to the 
period before the dissolution of both marriage and childhood friendship. In 
conventional masque tradition, then, V.iii presents not only miraculous restor-
ation but also the monarch 's response to that spectacle. 
Moreover, the crucial transformation within V.iii is not that of Hermione 
but that of Leontes. Shakespeare extends the art-nature debate of IV.iv within 
the scene by presenting two spectacular occurrences: one, the trompe l'oeil of 
a statue's return to life: the other, Leontes' spiritual transformation. Yet which 
is the more artful, which the more natural, is less easy to determine . Despite 
Paulina's elaborate ruse and histrionic presentation, art cannot camouflage 
Hermione's sixteen-year-old wrinkles. 7 There is nothing, in fact, of art about 
the living statue at all. Yet certainly an imaginative art greater than Paulina's 
dramaturgy stimulates Leontes' remorse and reanimates his love. Shakespeare 
suggests that a change of heart, not scenery, proves to be this masque's greatest 
mystery, and the transformation is effected through a combination of the 
spectacle of the masque and the words of Paulina's commentary as Presenter. 
Behind the obvious similarity of the final scene to that of the ] acobean 
masque lies another paradigm which explains Leontes' meticulously detailed 
response to the statue. The awakening of faith in this scene follows the three 
stages of formal meditation outlined by Louis L. Martz, which correspond to 
the acts of memory, understanding, and will. The memory first composes a 
visual image of the meditation's subject; next, the understanding analyzes its 
significance. The will, finally, enlists the affections, engaging both an im-
mediate emotional response as well as a commitment to act upon the under-
standing and feeling engendered by the meditation. 8 The process was familiar 
to Shakespeare's audience through not only Ignatius Loyola's Spiritual Exer-
cises (1548), but many Protestant manuals, among them Joseph Hall's The 
Art of Divine Meditation (London, 1609). Hall's explanation of the medita-
tional process offers a useful gloss on Shakespeare's structuring of V.iii: 
A man is a man by his understanding part: but he is a Christian 
by his will and affections. Seeing therefore, that all our former 
labour of the braine, is only to affect the heart, after that the 
minde hath thus traversed the point proposed throgh all the 
heads of reason, it shall indevour to find in the first place some 
feeling touch, & sweete relish in that which it hath thus chewed; 
.. . In Meditation, wee doe both see and taste; but we see be-
fore we taste: sight is of the understanding; taste, of the affec-
tion: Neither can we see, but we taste; wee cannot know aright, 
but wee must needes be affected: Let the heart therefore first 
conceive and feele in it selfe the s.w.eetnesse or bitterness of the 
matter meditated: which is never done without some passion; 
nor expressed without some heartie exclamation. 9 
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Shakespeare uses the masque form in V.iii as a meditational mode, a form 
of spiritual exercise which works through sensory images to achieve the under-
standing of spiritual matters beyond the apprehension of the senses. Leontes' 
responses, then, move from visual and tactile perceptions which work upon the 
memory and understanding, to the convictions which arise from the will. 
At first sight of Hermione, Leontes recalls when "first [he] woo'd her" 
(1. 36). From that point of recollection until Hermione actually descends to 
embrace him, Leontes remarks on the life-like details of eye and lip, pleading 
finally to kiss the statue (1. 80). References to four of the five senses are in-
cluded in this recognition scene-from sight and touch, to taste, with Leontes ' 
comment that the pain of seeing the statue of his dead wife "has a taste as 
sweet/ As any cordial comfort" (11. 76-77). The sound of Hermione's voice, 
withheld until the couple embraces, appropriately signals that Leontes' faith 
has figuratively, if not literally , brought back to life the wife whom he remem-
bers and loves. 
Although Shakespeare uses lavish spectacle to move Leontes in V.iii, he 
notes elsewhere in the play that appearances mislead as often as they inform. 
Relying too much on the five senses, Leontes has earlier misinterpreted the 
words and actions of an innocent Hermione, and the rustics have been cozened 
by Autolycus. By presenting a play replete with artistic hoaxes in both subplot 
and main action, Shakespeare admits that the most exalted human fictions 
require the same sleights and deceptions that common roguery employs. Magic, 
whatever the practitioner's end, can work only through manipulation of the 
senses. No one is more aware of this than Autolycus. In his last soliloquy of 
IV.iv, Autolycus plots how he will make Perdita and Florizel's plans for escape 
work to his advantage: "I understand the business, I hear it. To have an open 
ear, a quick eye, and a nimble hand, is necessary for a cutpurse ; a good nose is 
requisite also, to smell out work for th' other senses" (IV.iv.670-73). Repeated 
references to the senses in IV.iv and V.iii seem to equate the art of both scenes. 
Autolycus mentions four of the five senses: V.iii incorporates all five. 
To the nobles gazing at Hermione's statue, Paulina comments, "I like your 
silence; it the more shows off/ Your wonder" (11. 21-22). Shakespeare's point is 
lost, though, unless Paulina's line reminds us of Autolycus' mocking description 
of a similarly captivated audience hearing ballads and being robbed : "My clown 
... would not stir his pettitoes till he had both tune and words, which so drew 
the rest of the herd to me that all their other senses stuck in ears" (IV .iv 
604-09) . Curiously, Jonson had offered a similar description of audience re-
sponse to his court masque Hymenaei: " Such was the exquisit performance, as 
(beside the pompe, splendor, or what may be called apparelling of such Present-
iments), that alone (had all else beene absent) was of power to surprize with 
delight, and steale away the spectators from themselves. " 1 0 Although V.iii's 
spectacle and speeches retain their poignance, always lurking in the scene are 
comic reminders of excess of hints of Autolycan trumpery. Paulina's warning 
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that Hermione's statue is newly fixed, the color not dry (11. 48-49), while 
climactically building suspense for the statue's revival, also recalls the similarity 
of Julio Roman's art to the unbraided wares, ribbons, cambrics, and lawns of 
the peddler. Despite Paulina's theatrically effective staging, the animation of 
Hermione's statue remains a ruse, yet one which effectively moves Leontes to 
the true expression of repentance. Shakespeare, however, does not grant the 
vision without some ironic qualification. 
V.iii offers constant reminders of its theatricality. One obvious means, 
Shakespeare's anachronistic reference to sixteenth-century Italian architect 
and painter Julio Romano, perhaps recalls the contemporary artist of visual 
spectacles, Inigo Jones . By suggesting the analogy of Julio Romano's art with 
the architectural designs of Jones, Shakespeare ties the body versus soul di-
chotomy to a second aesthetic debate about the value of the plastic arts. 
Treatises of the day insist that it is not enough that the painter simply produce 
art which emotionally affects the audience . 11 Art, to be true, must come from 
the artist's heart. The portrait painter, for example, "must be capable of sens-
ing the longing which his portrait was designed to satisfy."12 According to this 
dictum, it is the speechless act of Leontes' love which animates the play's 
greatest art. Not the artwork itself, nor its apparent creator, but the spectator 
who sees and brings it to life, holds the greatest creative power. Shakespeare 
deliberately borrowed the name of a prominent architect and painter to reveal 
the bankruptcy of art which is not animated from within or by those who ob-
serve it. 
Most commentators on the play stress not art's bankruptcy but the 
celebratory communal atmosphere created by wondrous spectacle. 1 3 Even 
those critics who find The Winter's Tale reminding the audience of its fiction-
ality claim that in the final scene Shakespeare celebrates the power of belief to 
bring art and nature into perfect alignment, as Polixenes had promised Perdita, 
and as the masque form conventionally promises . An act of faith supposedly 
facilitates this merging within the play. 14 But it is more complicated than 
this. Without the consent of Leontes' will and affections neither the supposed 
sculptor's visual spectacle nor Paulina's verbal conjuring can awaken Leontes' 
imagination. To reinforce the lesson, Shakespeare has equated both the visual 
art of Romano and the verbal art of Autolycus and Paulina with con-artistry to 
deny his theater audience anything like the masque's conventional message. 
In its place, Shakespeare has provided something else: an examination of 
the tenuous grounds upon which the masque-but for that matter, any dramat-
ic performance-is constructed. He questions word, particularly through the 
assessment of reports in The Winter's Tale, as an adequate vehicle for express-
ing meaning. But he finally redeems language as Paulina's means of summoning 
Leontes' love of Hermione. He debunks spectacle or vision in the play by dem-
onstrating its frequent basis in trickery but redeems the senses as the means to 
greater understanding. By moving Leontes through meditational stages in the 
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masque scene, Shakespeare has harmonized the word-spectacle dichotomy 
which began the play.1 5 By showing that the imagination may be stimulated to 
joyful insight through those same fallible senses which have so often misled 
characters in The Winter's Tale, Shakespeare redeems human nature and the 
artistic powers of the human imagination as well. Within the masque form, 
Shakespeare found the means to test the material of his art and to transcend 
its limits-ironically by surrendering the greatest of artistic powers to his chief 
spectator. Leontes, with the powers traditionally accorded the masque's royal 
benefactor and imaginative participant, ultimately unites word and spectacle, 
soul and body, in the masque scenes of The Winter's Tale. 
NOTES 
1From Ben Jonson : The Complete Masques, ed. Stephen Orgel (New Haven: Yale 
Univ. Press, 1969), p. 75, lines 1-6. 
2 Stephen Orgel's discussion of the monarch 's importance to the masque 's performance 
is detailed in his The Illusion of Power: Political Theater in the English Renaissance (Berkeley: 
Univ. of California Press, 1975), pp. 40-44 , an expansion of remarks in The jonsonian 
Masque (Cambridge: Harvard Univ. Press, 1965) , pp. 1-6. 
3see D. J . Gordon, "Poet and Architect : The Intellectual Setting of the Quarrel 
between Ben Jonson and Inigo Jones," in The Renaissance Imagination: Essays and Lectures 
by D. ] . Gordon, ed. Stephen Orgel (Berkeley : Univ. of California Press, 1975), pp . 77-101, 
and Stephen Orgel, "The Poetics of Spectacle," New Literary History , 2 (1971), 367-89. 
Both these critics, as well as Jean Hagstrum , in The Sister Arts: The Tradition of Literary 
Pictorialism and English Poetry from Dryden to Gray (Chicago: Univ. of Chicago Press, 
1958), pp. 86-91, assume that the differences are resolved in the hybrid nature of the 
masque through application of Renaissance theories of composition . Inga-Stina Ewbank 
usefully summarizes critical views on the masque as literary form in "A Retrospect of 
Masque Criticism," Renaissance Drama NS 1 (1968), 307-27. 
4 1 use the Riverside edition of The Winter's Tale , ed. G. Blakemore Evans (Boston: 
Houghton Mifflin, 1974), IV.iv.88. Subsequent quotations will be cited in the text. Among 
the many discussions of IV.iv, I find enlightening Peter Berek's " 'As We are Mock 'd with 
Art': From Scorn to Transfiguration, " Studies in English Literature 18 (1978), 289-305, 
which uses the notion of mockery or imitation as a means of understanding Shakespeare 's 
conflation of art and nature within the play . 
50rgel, The ]onsonian Masque, p. 6. Enid Welsford makes this point in her definition 
of the masque: "the raison d 'etre of the whole performance was the arrival of noble person-
ages disguised and masqued to dance a specially prepared dance" (p. 166). See The Court 
Masque (1927; rpt. New York: Russell and Russell, 1962). On use of masque elements in 
IV.iv see J. M. Nosworthy, "Music and Its Function in the Romances of Shakespeare," 
Shakespeare Survey 11 (1958), 67 . 
6 Indeed, an argument for a series of masques-within-masques might be made for the 
play. Besides the masque-like scenes of IV.iv and V.iii, Angus Fletcher suggests that Time 
acts as a masque presenter in the beginning of IV.i. See The Transcendental Masque (Ithaca: 
Cornell Univ. Press, 1971), p. 50. 
7 See Martin Mueller, "Hermione's Wrinkles, or Ovid Transformed : An Essay on The 
Winter's Tale," Comparative Drama 5 (1971) , 226-39, for a discussion of art and nature in 
this detail. 
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8 Louis L. Martz, The Poetry of Meditation (New Haven: Yale Univ. Press, 1954), 
1-20, offers a discussion of the meditation 's popularity and use in the literary genres and 
religious tracts of the Renaissance. Martz discusses Ignatian exercises on pp. 3 7-3 9. 
9chapter 28, pp. 150-52 . 
1°Fletcher cites this passage in his discussion of the masques of Jonson, p. 68. 
11 Frederick Hand notes that both Haydocke 's translation of Lomazzo 's Trattato 
dell'arte de la pittura (Milan, 1584) and Henry Peacham's The Art of Drawing with the 
Pen (London, 1606), which makes use of Haydocke, try to redeem painting by recommend-
ing it as a gentleman 's exercise. See "Richard Haydocke and Alexander Browne : Two Half-
Forgotten Writers on the Art of Painting ," PMLA , 55 (1940), 727-41, especially p. 734. 
John Pope-Hennessy confirms the point in "Nicholas Hilliard and Mannerist Art Theory ," 
journal of the Warburg and Courtauld Institutes , 6 (1943), 89-100, especially pp . 91-92. 
12These are Pope-Hennessy's sentiments, p . 96. He verifies the idea's presence in 
England by citing a passage from II Cortegiano, Hoby's translation. 
13 J . V. Cunningham's discussion of wonder emphasizes the audience's unconditional 
surrender to the play's events. See Tradition and Poetic Structure (1951; rpt . Denver: Swallow, 
1960), 217-222. Joan Hartwig similarly comments, "The tragicomic perspective ... forces 
us to suspend rational judgment so that for a special moment we may glimpse the wonder in 
the world of human action" in Shakespeare's Tragicomic Vision (Baton Rouge: Louisiana 
State Univ. Press, 1972), p. 136. I find Mary Livingston 's emphasis on the play's artificiality, 
not its wonder, equally to the point. In the fantastical deception of the play, "art meta-
morphoses into what it has ideally been all along: life" (p . 354). See "The Natural Art of 
The Winter's Tale, " Modern Language Quarterly , 30 (1969), 340-55. 
14Robert Egan's comments are typical of conventional interpretations of V.iii as a 
general call for awakening faith: "onstage and offstage communities are joined in a single 
audience focused on a single, static dramatic image comprehensive of all the play's exper-
ience; ... the presenter of that image demands that the audience recognize and achieve a 
communal response to it" (pp. 82-83). See Drama Within Drama: Shakespeare's Sense of 
His Art in King Lear, The Winter's Tale, and The Tempest (New York: Columbia Univ. 
Press, 1975). 
15 In "Truth and Utterance in The Winter's Tale," ShS, 31 (1978), 65-75, A. C. Bellette 
concludes that the play's integrity "lies in Shakespeare 's (and Paulina's) recognition 
that word and action must finally fuse if we are not to be 'mock'd with art' " (p. 75) . This 
supports my suggestion that the union is attained in the masque of V.iii . 
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ABSTRACT. Critics have attacked the structural integrity of William Shakespeare's King 
John. An investigation of its production history clarifies its stucture. Two major unifying 
points for the play's structure are revealed by theatre artists. King John's personal and 
political machinations may unite the episodes. Also, a thematic unifying point centering on 
"commodity" as a guide for living may give the dramatic action its unity. King John, follow-
ing the episodic structure apparent in the Henry VI trilogy, possesses the flexibility for the 
central character or a particular theme to serve as a central focus. The essay uses primary 
theatrical sources and research detailing the practice of actors, directors , and designers to 
supply a new perspective about the structural unity of King John. 
Index Descriptors: structural unity, King John, and stage history . 
King John has never been a favorite of critics. Literary cntlcs have at-
tacked its loose structure, its lack of a focal point, and the "uneasy position 
of its principal figure. " 1 Theatrical critics have been no less vehement in their 
attacks on the play. James Agate's review of a 1941 production is typical of 
this negative criticism: "What a bad play this is! All about a war in which it is 
not possible to take the slightest interest. . . . And what a wretched lot of 
characters. " 2 
Traditionally critics have seen the play's structure as episodic with no 
focal point for its action: "The great defect is that the interest does not suf-
ficiently centre in any one individual of the play, and the death of King John, 
the ultimate subject, is not obviously connected with the minor incidents. 3 
Certainly the episodic structure is present. However, this is the same type of 
structure that Shakespeare adopts for all of his history plays. Yet many critics 
cite the structural failure of King John as its primary weakness. This paradox 
exists because Shakespeare, while still using an episodic structure in Richard II, 
Richard III, Henry IV, and Henry V, shifted the focal point for the episodes 
in these histories to the actions and interactions of major characters. The 
problem occurs because critics contrast King john with these more successful 
histories rather than view it as a refinement of the structural technique Shake-
speare employs in the Henry VI trilogy. This technique uses a series of related 
episodes dealing with a specific character to illustrate a particular theme. 
Therefore, as a history in this early tradition, King john possesses potentials 
*Department of Speech Communications, Iowa State University, Ames, IA 50011. 
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for the central character or a particular theme to serve as a central focus. The 
stage history of King john supports this assertion. 
An investigation of King john 's production history clarifies the play 's 
structure . Productions have emphasized either character or theme as a unifying 
point. King John's political and personal machinations can unite the episodes. 
In this interpretation the focus is primarily on John as an unscrupulous power 
seeker or the evil coward ; the events of the play manifest his behavior in action 
and are seen in relation to their effects on his behavior. The thematic unifying 
point centers on the application of " commodity" as a guide for living and 
emphasizes the conflicts between loyalties" that expedient decisions force . 
In either case, the production history of King john proves that the historical 
and political incidents within the play are ultimately the most important in 
maintaining structural unity. 
The evidence supporting the case for a strong central focus in King john's 
structure derives from primary theatrical sources or from research detailing the 
practice of actors, directors , and designers . Use of the contributions of theatre 
artists to enrich interpretations of Shakespeare 's plays is no longer a new 
approach in criticism. Critics like Arthur Colby Sprague, Charles Shattuck, 
Toby Lelyveld, Marvin Rosenberg, Carol Carlisle , and Dennis Bartholomeusz 
have used this method for years . By bringing the freshness and excitement of 
the living stage to the interpretation of Shakespeare 's texts, the critical insights 
gained supply new perspectives to the plays that are analyzed. In a similar 
manner the theatrical experience of actors, directors, and designers have 
supplied new perspectives about the structural unity of King john . 
For Shakespeare the principle lesson in the play centers around the 
chaos that results from a disputed succession to the English throne. Of the nine 
historical plays written by Shakespeare in the 1590s, eight dealt with the 
troubled royal succession in fifteenth-century England. King john departs 
from this time period, being set in the thirteenth century while still focusing on 
the ignominous results of disputed struggles for the crown.4 Internecine 
conflicts destroy the security of the nation and debase the character of a king. 
This principle lesson is piteously clarified in King John 's descent from apparent 
strength to weakness. Actors and directors have centered their productions on 
King John and his dramatic action as one successful approach to unify the 
play 's structure. 
The conceptions of King John in the eighteenth century simplistically 
emphasized one aspect of his character : either passion or kingliness. These 
portrayals were limited by the aesthetic ideals of acting of the period. The early 
actors-Dennis Delane, 1737 ; David Garrick, 1745 ; Thomas Sheridan, 1760; 
and William Powell, 1766-sculpted John 's character in bold strokes that com-
municated his violent, volatile , and vascillating passions. Delane was criticized 
in 17 3 7 because "he could not easily assume the turbulent and gloomy passions 
of the character," 5 while Sheridan was praised twenty-three years later because 
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he "with deep tones of voice and the vehemence of his action, represented 
strikingly the turbulent and gloomy passions of the King. "6 These "turbulent 
and gloomy passions'' would appear precisely the kind that David Garrick 
could produce successfully. Yet, he failed primarily because he viewed King 
John as another hero-villain like Richard III, as Margaret Barton notes: 
When he took the title role, he found it impossible to enlist sym-
pathy for a coward. John's personality lacked the grandeur expected 
of a villain, and when the time came for him to die, the audience 
heartily despised him, and even Garrick's magnificently horrible 
death agonies excited little pity. 7 
Garrick's hope of eliciting sympathy for his king illustrates a lack of under-
standing for the complex dark side of John's character. 
Later in the eighteenth century the vogue for "turbulent and gloomy 
passions" in characterizing King John passed and was replaced by John Phillip 
Kemble's (1783) equally simplistic neo-classically theatrical monarch, when 
"the nobly Roman Kemble underscored the 'kingliness' of the character. "8 
However, not only is Kemble's a partial conception of the role, but also the 
descriptions of his performance show a reduction of King John to the externals 
of royalty. Leigh Hunt thought Kemble "was the beau ideal of the King theat-
rical; very clever, too, and impressive in parts, but too conscious, and putting 
the manner before the matter.' '9 
William Charles Macready, playing the role from 1823 to 1842, was the 
first actor to see King John as a complex character. Macready's innovations saw 
John as the "hero-King" during Acts I, II, and part of III; during these acts 
he leads the armies of England successfully against those of France and stands 
defiantly against the demands of the Pope. In his defiance of the Pope in 111,i, 
Macready offered an important innovation. Traditionally, in this very patriotic 
scene, King John had been played as if he embodied the spirit of England and 
the ideals of patriotism. Macready emphasized the self-centered ego of the 
king. 10 With John's selfish nature apparent, this scene functions as a down-
ward step in the devolution of John's total character and leads to his sudden 
plummeting to the evil and treachery of the rest of the play. 
After the victory over France, Macready visualized John's descent to 
villain and coward-king. This descent is realized in terms of the play's action : 
the plotting of Arthur's murder, the departure of the nobles from the king's 
side, and John's acquiescence to the power of Rome. Act 111,ii represented 
the turning point in Macready's conception of the character. Macready com-
municated the change by his manipulation of scenery, sound, staging, and 
characterization in a brilliant example of how theatrical elements can effec-
tively communicate interpretation. The scenery for III,iii, in contrast to the 
preceding scene, was starkly forbidding: 
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A tented camp was seen in the middle distance and beyond the castle 
of Angiers. In the foreground was a weedy pond, to stage left forbid-
ding bluffs, to stage right scraggly brown leafless trees. The bright 
sky of preceding scene had now turned to stormy gray. 11 
To reinforce the visual image aurally, the audience was influenced by trumpet 
notes of "melancholy and wailing." At the same time, 
Groups of English soldiers slow drift upon the stage, "All as if 
fatigued with their exertions in battle." This is a tremendously bold 
and impressive coup de theatre, by which Macready marked the sud-
den change of the play from political pagaent to dark tragedy, and 
the characterization of King John from stalwart leader to furtive 
cowardly murderer . . . the battle weary nobles all turned in upon 
each other, as if in conversation, so that " No face on the stage ex-
cept Hubert's and John's is turned to the audience during the di-
alogue ... . " Thus did Macready's managerial cunning call into play 
every device of scene , sound, and movement to underscore the 
transition. 1 2 
This inexorable stillness, totally inappropriate at this moment of victory for 
King John, helped in communicating this moment of transition: 
We would make special mention of the gloom and stillness which 
followed John's success in battle after the sudden defection of the 
French. What there is of the Plantagenet in John closes from that 
moment : its place is taken by mean cowardice, by miserable selfish-
ness, by vacillating weakness : and with admirable truth was it shown 
upon the stage, that, like a lowering cloud, the changes hangs over 
the tragedy to the end. 1 3 
Although this is an arbitrary schematization of the dramatic action, the concep-
tion allowed Macready to realize the contrary aspects of King John's character. 
In contrast to Macready, Herbert Beerbohm Tree in 1899 presaged the 
weaknesses in King John's character from Act I. After a strong, commanding 
entrance, Tree ensconced King John on his throne next to Queen Mother 
Elinor. The fact that she shared his entrance and his throne bespoke her power. 
However, this power did not control John; after Chatillion's demand, Elinor's 
move in reply was stopped by the King, who answered France's messenger with 
"What follows if we disallow of this? " 14 Although King John was assertive, 
Queen Elinor still communicated her influence over her son: "one feels that 
not the king, but the sinister and terrible old figure beside him, is the true 
power, ever watching, prompting, enforcing. " 1 5 
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As the character has developed in the twentieth century, psychological 
and conscience variables have grown in importance. Like Tree, Douglas Rain in 
1960 emphasized John's dependence on his mother: "He seems to have the 
idea that John is a minor-league Richard III with a silver cord problem (at one 
point he kisses his stage mother on the lips). " 1 6 His relationship with Elinor 
might partially explain King John's shrinking resolve and strength in the latter 
part of the play; the announcement of his mother's death comes in IV,ii, along 
with the other blows of the departure of the nobles and Hubert's seemingly 
bad news about the death of Arthur. In 1957 Robert Harris ' performance 
emphasized a "crises of conscience" and raised the question of the ethical 
conflicts that King John must experience: 
Conscience, one feels, is the King's last vestige of kingliness; and 
there is just enough of it to make a coward of him. Beneath a con-
vincing display of Angevin temper, Mr. Harris suggests the moral 
problem, and with this reality at its centre the play takes on life. 1 7 
Finally, Michael Hordern (1953) and Robert Helpmann (1948) created the 
neurotic as king. Hordern displayed the neurotic elements of character that 
certainly might surface in a man attempting to reconcile many disparate 
impulses: 
This was a superb study of a half-King capable of bold diplomacy 
and a royal challenge, but without the character to sustain them-a 
neurotic of violent impulses and violent fears, brilliant in the scene 
of repudiating and striking Hubert, and feverishly anguished in death, 
where one felt sickness of mind as well as body. 18 
Helpmann's conception was one of decadence and weakness from the begin-
ning of the play with, 
. . . a haunting unhealthiness. A deadly pale face was framed by a 
fringe of red hair with heavy lidded, restless eyes, and hands ner-
vously twitching or confidently poised to catch a crown or wave 
destruction, and a voice, now moving through calm and controlled 
cadence, now rising to high-pitched guerulousness. 19 
[And] ... an entirely non-human creature, a strange, dangerous insect 
rather than a weak mortal man. 2 0 
Contrast Helpmann's opening moments as described in the action of the 
prompt book with other conceptions of King John at the beginning of the 
play. 
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Noise of conversation as curtain rises. John signals servant to fetch 
Chat. off L. Elinor Beckons Bl., she X's . . . (to) stand behind QE's 
chair. J beckons 3 ladies to him, motions 3rd lady to ground on his 
R. 2 ladies stand, one on each side of him. As music stops, Chat and 
servants enter. . .. 21 
Helpmann's King John was immediately pictured as a monarch surrounded by 
women, a king who cannot stand alone. He obviously needed the attention of 
three women to support his personality, which was quite fragile if his descrip-
tion is recalled. This action projects a king who is weak and does not care to 
create any other image. 
From this variety of actors' interpretations, several generalizations about 
the centrality of King John to the structure of the play may be derived. King 
John's character progresses from strength to weakness during the five acts. His 
position of majesty crumbles to one of vacillating cowardice. The design of 
the 1948 Stratford-upon-Avon production captured visually this motif and 
made a definitive interpretative statement: 
Quick decay is brought to eye as well as mind, for the play's progress 
brings continued dismantling to the pronounced angularity that first 
greets the vision. Drapings and dress lose their folds of care until the 
stage, featuring little more than a variation of and a tier of steps that 
go nowhere, becomes the stark arena that is John's dying vision. 2 2 
King John is a flexible character, who allows various workable interpreta-
tions. He may be played as truly wicked and weak from the beginning, he 
may be truly "heroic" and strong at the start only to degenerate to weaknesses, 
or he may possess an "assumed" strength-a facade-which disintegrates to 
weakness. Actors have made all of these interpretations live in the theatre. 
Finally, King John is a complex character. He is motivated by a very selfish 
ego that demands the prerogative of power and the pleasures of pomp. Any 
threat to his crown produces a protective reaction. Because he will do anything 
to maintain his crown, evil and treachery serve as essential components to his 
actions. However, his mother-dependency and his eagerness in always choosing 
the expedient approach to solving problems mark his character with distinctive 
weakness. His vacillation and dependence on "commodity," i.e., expediency, 
also leads to a willingness to do anything to maintain power. King John is an 
evil coward. And, it was in these terms that the early interpretations of ] ohn 
were played. Modern interpretations, however, work to uncoyer the complex-
ities behind the surface behavior. They search for the internal patterns that 
exist beneath the exterior. 
The stage history of King john also reveals another structural center for 
the play other than the central character: a thematic focus. Arthur Colby 
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Sprague suggests a possible unifying vision for the whole structure: " the prog-
ress of the play is through episodes which involve some conflicts between 
loyalties. " 2 3 This thematic approach makes sense out of the seemingly dispa-
rate conflicts between England and France, John and Constance, John and 
Arthur, John and the nobles, John and the Catholic Church, the Bastard and 
Robert Falconbridge, the Bastard and Austria, the Bastard and France, Elinor 
and Constance, Hubert and Arthur, and Blanche and the Dauphin. These 
external conflicts juxtapose the loyalties of characters and nations . However, 
several characters experience internal conflicts which also involve a " conflict 
between loyalties": John's struggle between national and self interest; Blanche's 
war between love of husband and love of uncle; and the Bastard's continual 
concern over "commodity" as it holds sway in the arena of politics. Understand-
ing the episodes as they related to this theme of loyalty and its relation to 
political morality gives the structure a thematic focus. 
The interpretation of the role of Falconbridge, the Bastard, is crucial to 
sustaining a centrality of the thematic structure. The major contribution of 
modern actors, which may have been influenced by the rise of the director in 
the theatre, is to place the role of Falconbridge in its proper perspective. He is 
not the hero of the play. Certainly, his role was warped in this direction during 
periods when jingoism influenced the interpretation. For, King john has 
functioned as propaganda-pro-England, anti-Papal, and anti-France-during 
its history. Since Falcon bridge personifies English attitudes so perfectly, his 
role could easily be heroic in the patriotic sense. As the role of kingship seems 
to be the primary focus in this play, Falconbridge's function cannot be that of 
protagonist. However, he does function as a foil, in whom the actions of King 
John are reflected, and as a choral figure who makes pertinent comments on 
the actions of the political leaders: 
It is true that Falconbridge is, like Falstaff, generally considered the 
most interesting character in the play, and that, unlike Falstaff, he is 
certainly the most heroic. But King john with Falconbridge as hero 
is a play with form and void, signifying king in his more unkingly 
moments. He loots the monasteries-offstage. But, he is remembered 
chiefly, because, as chorus, he says some of the most admirable things 
in the play. It should be noted, however, that his comments are in 
the nature of political comments. Our familiar quotations from the 
play are from his words of political wisdom on the nature of political 
opportunism and treachery, on the political significance of Arthur's 
death, on the true secret of England's weakness and strength. In the 
plot he is only important as was the vice in the old moralities, in 
pricking others on the action. 2 4 
By toning down Falconbridge in the twentieth century, actors have helped to 
promote a better understanding of his function within the play without diluting 
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his theatrical impact . Richard Burton 's controlled performance is an example; 
as one critic remarked , "he handed the interest back to King John. " 2 5 Anthony 
Quayle does the same thing by "avoiding the trumpet-note of the last brag .... 
The Bastard , ever loyal, is addressing a new king . . .. The chronicle does not 
end .... " 2 6 
The twentieth century stage directors have consistently seen King John as 
having an overriding thematic structure and have developed their concepts 
around this notion . A directorial concept for a production is simply what the 
director wants the audience to get from the specific theatre experience. To 
communicate his concept a director must use the "language" of the theatre-
actors, scenery, costumes, lighting, and sound . The work of four directors will 
illustrate how directors understood King john's thematic unity and commu-
nicated it to audiences . 
All of Tyrone Guthrie 's ideas in his 1941 production ran counter to the 
staid, traditional approaches to King john. 
At Stratford, I am afraid, the authorities .. . tend in their admirable 
theatre , to present his plays with an even emphasis throughout. To 
each scene ... the players and producer give an equal value. There is 
no light or shade in these productions. There is no subordination of 
one scene to another, so that , by contrast, the second may bring 
about a correspondingly larger effect. 2 7 
Guthrie chose to emphasize four scenes in King john-IIl.i; III.iii ; IV.ii; and 
V.i. The choice of these scenes illustrated that Guthrie's emphasis was placed 
squarely on the expediency theme , as it worked its evil efforts on John's 
actions. The sentimental scenes of Arthur, Constance, and Hubert were not 
given focus. 
Another strong director was Michael Benthall, director of the 1948 
Stratford-on-Avon King john . His production made definite interpretational 
statements through the designs of Audrey Cruddas, which crumbled and 
tattered before the audience 's eyes and through the lithe decadence of Robert 
Helpmann as King John . Benthall 's concept for the production was simply that 
a kingdom that indulges in "commodity" as the guide for its political existence 
is destined for ruin . The progressive deterioration of King John is visualized 
during the course of the play by the acting and scenic effects: 
When the scenery crumbled against the sky, and the cloaks swept in 
colourful tatters among the warring factions, the producer achieved 
his acknowledged aim, and gave us a panoply of history, of imperial 
greatness, crushed by decadence and defeat. 2 8 
STRUCTURAL UNITY 297 
As the realistic contrast to both Guthrie and Benthall, George Devine, 
director of the 195 3 Old Vic King john, developed a concept based on the 
formality and reality of the play's action. 
Mr. Devine saw King john as a strange mixture of formality and 
reality. Long speeches of a bombastic or political character are con-
trasted with scenes-such as those between Hubert and King John-
which are pure theatre writing. It seemed to him that the soliloquies 
of the Bastard, which are not in the Troublesome Reign, had an ob-
vious significance and were probably the clue to the play. In Shake-
speare's hands King john had become a struggle of political and 
moral honesty against "commodity." The characters could be 
divided into those who are honest-Constance, the Bastard-those 
who go for expediency-King John, Pandulph-and those who vacil-
late between the two courses-Hubert, Salisbury, and, probably, 
King Philip. Nevertheless, it is a "messy whirl" of political and 
military intrigue. 2 9 
Devine reinforced this solid concept by breaking for the first intermission 
after the "commodity" speech, which gives the idea special emphasis in the 
audience's minds. 
Peter Dews directed the play at the Stratford Festival Canada in 1974, a 
time in the United States when political "expediency" was receiving its most 
public exposure in the Watergate debate. His concept for the production 
utilized the universality of this political theme: 
Perhaps the current disillusion with politics and politicians makes it 
say more to us than it did to our grandfathers. When we are re-
examining the whole question of who actually wields power, under 
what degree of constraint, who controls a country and by what 
means, King john leaps at us from its comparative obscurity. And in 
many countries today, people emulate the Bastard and the Lords, 
supporting a government they criticize and often despise, because its 
legality is the only alternative to anarchy. In the character of John, 
we see a man who sanctioned a criminal act but had not the moral 
courage to assume its responsibility, who defended an international 
power when passion and self-interest prompted him, but who caved 
in when he needed its support against internal strife. He was a man 
"audacious without courage, intelligent without wisdom, stubborn 
without strength of purpose." It all sounds like people we know of 
today, although with W. S. Gilbert, "The task of filling up the blanks 
I'd rather leave to you." John's world, chaotic as the man himself, 
was Shakespeare's world, and ours too. 3 0 
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King John's production history illustrates that theatre artists have found 
structural sense in this play through emphasizing the dramatic action of King 
John or the thematic potentials of the text . The potential for flexible inter-
pretation of the play's structure derives from King john's transitional nature 
within the canon of history plays. 
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ABSTRACT. In The Winter's Tale pastoral nature emphasizes the symbolic importance of 
Leontes' and Polixenes' age. The relationship between art and, in turn, nature is illuminated 
by their advanced age. In the pastoral scene , Shakespeare estaolishes an unconventional 
three-fold scheme of mankind's ages upon the progress of the seasons. Because critics have 
not calculated Leontes' and Polixenes' late age, they have only partly described the significance 
of Perdita's gifts of flowers to her guests. Scattered references in The Winter's Tale to the 
passage of years and to characters' ages make possible this a~curate calculation. When 
Leontes' and Polixenes' late age is placed within a natural context, one can appreciate the 
dramatic value of grafting-of art's mending of nature. 
Index Descriptors : Shakespeare, dramatic romance, pastoral, ages of mankind, and 
The Winter's Tale. 
Pastoral nature in The Winter's Tale stresses the symbolic importance 
of Leontes' and Polixenes' age, while their age, in turn, illuminates the relation-
ship between art and nature. In the pastoral scene (IV.iv), Shakespeare bases a 
threefold scheme of mankind's ages upon the progress of the seasons. Within 
this scheme, Perdita's gifts of flowers help define Polixenes' character and that 
of Leontes by extension. Critics have only partly understood the significance of 
Perdita's floral tributes, primarily because they have not calculated Leontes' 
and Polixenes' late age. 1 Once this age is placed within a natural context, we 
can more fully appreciate the dramatic value of grafting-of art's special mend-
ing of nature. Traditionally, numerology gave schemes of mankind's seven 
ages their value. Plotting Polixenes' and Leontes' ages within a conventional 
grid of mankind's years can indicate, by contrast, Shakespeare's unorthodox 
design of the human lifetime. 
While the use and significance of numerology can be profitably studied in 
such works as Spenser's "Epithalamion" and Dante's Commedia, they are dis-
cussed in Shakespeare's plays at grear risk. 2 Shakespeare's skepticism and the 
essentially non-allegorical nature of his work account, in large part, for the 
relative absence of numerical symbolism in his drama. 3 Nevertheless, figures 
occasionally carry special meanings in his plays. In King Lear, for example, the 
repeated one hundred and zero-the cipher-do represent states of existential 
wholeness and nothingness.4 Recently, John E. Hankins has argued that 
Shakespeare assigned ages to certain characters-among them Juliet, Kent, 
*Department of English, Baylor University, Waco , TX 76798. 
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Iago, and Miranda-which correspond to key years within a basic Renaissance 
scheme of mankind 's seven ages. 5 Since the key years marked the passage from 
one of the seven ages to another, they were considered, according to Hankins, 
to be momentous and often turbulent and life-threatening. 6 Thu.s Iago's 
emotional upheaval can be attributed, in small part, to his stormy journey, at 
age twenty-eight, from Youth Uuventus) to Man's Estate (In Sta tu Virili). 7 
Whatever the case, Shakespeare often did give his characters ages which 
either reinforce or ironically qualify important ideas in the plays. Fourscore 
and upward, Lear has crawled to the natural limit fixed by the Psalmist; he can 
readily bid "the wind blow the earth into the sea,/ Or swell the curled waters 
'bove the main " (III.i .5-6), for at this boundary of age chaos begins its reign. 8 
Approaching fourscore , Old Adam, on the contrary, still stands within nature's 
confine. " Though I look old , yet I am strong and lusty" (A YL I.iii.47) , he 
maintains. His redemptive action-providing Orlando with the means for free-
dom from Oliver's bondage and accompanying him to Arden-clearly contra-
dicts the senility of Decrepit Age , which J agues has cynically portrayed as 
being " sans teeth , sans eyes, sans taste, sans everything" (A YL ll.vii.163-66). 
In general, Jaques' Seven Ages highlight themes in As You Like lt. 9 In The 
Winter's Tale , Shakespeare continues to give his characters ages pertinent to 
motifs in the play . Understanding the relevance of art for age depends initially 
upon calculating Leontes' age at crucial moments in the play. 
From references to the ages of different characters in The Winter's Tale, 
Leontes' approximate age can be determined. In Act I, Leontes reveals that he 
is twenty-three years older than his son, Mamillius: 
Looking on the lines 
Of my boy's face , methought I did recoil 
Twenty-three years, and saw myself unbreech'd , 
In my green velvet coat . . .. (I.ii.153-56) 10 
Hence calculating Leontes ' age at the beginning of the play depends upon fix-
ing that of Mamillius. In Act V, Paulina declares that Mamillius and Florizel 
were born within a month of one another: 
Had our prince 
(Jewel of children) seen this hour , he had pair'd 
Well with this lord : there was not full a month 
Between their births. (V.i.115-18) 
By disclosing Florizel's age, Shakespeare makes possible the computation 
of Mamillius' and Leontes' years. When Florizel first enters his court late in 
the play, Leontes indicates the prince 's present age: 
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Were I but twenty-one, 
Your father's image is so hit in you, 
His very air, that I should call you brother, 
As I did him .... 
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(V.i.125-28) 
In order to be Florizel's peer, Leontes must wish himself to be twenty-one; 
Shakespeare encourages his viewer to assume that this is the prince's present 
age. Florizel 's and Mamillius' earlier age can be determined in the light of a 
remark made by Time the Chorus. Time conveniently informs the viewer that 
sixteen years elapse between the turmoil in Sicilia and the events dramatized 
in the latter half of the play (IV.i.4-7). 11 Florizel and Mamillius thus must be 
roughly five years old when the young Leontes makes his compelling speech 
about recoiling twenty-three years to idyllic childhood. 1 2 The king must be 
approximately twenty-eight years old when maddening jealousy overwhelms 
him and approximately forty-four when he penitently awaits the arrival of 
Florizel and his mistress. 1 3 
Does Leontes' later age qualify him to be the winter king? In Sonnet 2, 
Shakespeare wrote: 
When forty winters shall besiege thy brow, 
And dig deep trenches in thy beauty's field, 
Thy youth's proud livery, so gazed on now, 
Will be a totter'd weed of small worth held. (11.1-4) 
In light of this poetry, the viewer may wonder what relevance Polixenes' 
image of ruinous age has for the two kings. When Florizel refuses to include 
his father in his proposed wedding party, Polixenes asks: 
Is not your father grown incapable 
Of reasonable affairs? is he not stupid 
With age and alt'ring rheums? Can he speak? hear? 
Know man from man? dispute his own estate? 
Lies he not bed-rid? and again does nothing 
But what he did being childish? (IV.iv.398-403) 
Senility can grotesquely resemble childhood, mocking a major value of the 
play .14 In the introductory scene, childhood miraculously appears capable of 
remedying age. Camillo informs Archidamus that Mamillius is 
a gallant child; one that, indeed, physics the subject, 
makes old hearts fresh: they that went on crutches 
ere he was born desire yet their life to see him a man. (I.i. 3 8-40) 
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Concerning the crippled men and women, Archidamus asks, "Would they else 
be content to die?" Camillo replies, "Yes; if there were no other excuse why 
they should desire to live." And the Bohemian courtier concludes: "If the 
king had no son, they would desire to live on crutches till he had one" (I.i. 
41-45 ). Polixenes , nevertheless, powerfully reminds us , in the quotation from 
Act IV, that age can be childish, challenging the belief that the child within 
the man renews failing spirits. For Polixenes, however, the challenge is im-
material. Florizel's reply to his father's questions reveals that Decrepit Age 
does not rule Polixenes : 
No, good sir ; 
He has his health, and ampler strength indeed 
Than most have of his age. (IV.iv.403-05) 
Clearly, Polixenes ' rage over his son's secret love does not spring from physical 
impotence. An inability to tolerate Time's growth and natural branching 
(represented here by Florizel's leaving of his father for a wife) appears to be its 
source. In this respect, Polixenes is Leontes' double, for the Sicilian king's mad-
ness proceeds, in one sense , from his failure to give up a boyhood friendship 
for his married bond. Leontes' male affection and sexual love disturbingly 
blend when he imagines that Polixenes and Hermione intimately unite. 
Throughout The Winter's Tale , Polixenes and Leontes often appear to be 
alter egos. As boys, the two kings, according to Leontes, frisked as "twinned 
lambs" do; the phrase appears to cover a multitude of shared traits . Shake-
speare extends the identification to cover Leontes ' and Polixenes' ages. Leon-
tes' speech about reverting to age twenty-one in order to call Florizel his 
brother-as he once did Polixenes-would have no meaning were the kings not 
roughly the same age . One can thus assume that both kings are in their mid-
forties during the Bohemian episodes. Polixenes' icy rage disrupts Perdita's 
festival even as Leontes' wrath chills his court. Both can be spiritual, if not 
physical, winter kings. Their clutching to the past, heard in the refusal to give 
up any part of youthful experience, typifies spiritual aging. David Brailow's 
judgment on Prospero also applies to Leontes. "The desire to withdraw from 
reality, to create a golden world of his own fancy, is in itself reminiscent of 
the longing of the senex for the imagined good old days and of his failure to 
adapt to the . .. world."1 5 Leontes' cold , leaden language, blighting festive 
events like his original wooing of Hermione (I.ii.101-04), flows from an "old 
heart"-one which requires "freshening." 
While the age of forty-four or forty-five can be located within the seven-
fold Renaissance scheme, the result is not illuminating. 16 Nonetheless, the 
physical age of Leontes and Polixenes is symbolically meaningful, and the clue 
to that meaning lies in a theory of pastoral to which we now turn. Drawing 
upon the Kalendar of Shepardes , an almanac popular in the sixteenth and 
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seventeenth centuries, William 0. Scott has argued that the four-phase move-
ment of the natural seasons best comments upon Leontes' and Polixenes ' age 
and upon Perdita's gifts of flowers to the Bohemian king and to Florizel. 1 7 In 
the Kalendar, the natural year represents a lifetime: February through April 
typifies Youth; May through July Strength; August through October Wisdom; 
and November through January Age. 18 "It is easy at once to fit this scheme of 
the seasons and human life to some of the major characters in The Winter's 
Tale. The youthful lovers Florizel and Perdita are surrounded by flowers and 
spring-time, and in the winter of his life the aging Leontes is penitent. " 1 9 
Since "Polixenes, like Leontes, is of the winter generation, " Scott believes 
that Perdita's gift of rosemary (remembrance) and rue (penitence) is per-
fectly apt for the moral situation of an aging king (p. 412). While Polixenes' 
mood may be termed wintry, we have seen that neither he nor Leontes has 
actually entered the winter of his years. 
Rather than four seasons, Perdita (and Shakespeare) mention only three-
spring, summer, and winter: 
Sir, the year growing ancient, 
Not yet on summer's death nor on the birth 
Of trembling winter, the fairest flowers o' th ' season 
Are our carnations and streak'd gillyvors 
Which some call nature's bastards . ... (IV.iv.79-83) 
Perdita's omission of autumn can be regarded as evidence of her fierce purity; 
she will have nothing to do with a season whose flowers are "bastards." Never-
theless, Shakespeare on other occasions failed to mention autumn, describing 
summer suddenly becoming winter. 2 0 In the above passage, Perdita presum-
ably is referring to the autumnal equinox in late September, when day and 
night are of equal length. Within the astrological context, summer abruptly 
becomes winter as Libra replaces Virgo on or near September twenty-third. The 
idea was a Renaissance commonplace. George Sandys, for example, in his 
commentary on the tenth book of Ovid's Metamorphosis writes: 
... the Naturalists call the upper Hemisphere of the Earth, 
in which we inhabit, Venus; as the lower Proserpina: 
Therefore they made the Goddesse to weepe, when the 
Sun retired from her to the sixe winter signes of the 
Zodiacke; shortning the daies, and depriving the earth of 
her delight and beauty: which againe he restores by his 
approach into Aries. . . . So the Winter wounds, as it 
were, the Sunne to death, by deminishing his heate and 
lustre: whose losse is lamented by Venus, or the widdowed 
Earth, then covered with a vaile of clowds .... But when 
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the Sun returnes to the Aequator, Venus recovers her 
alacrity; the trees invested with leaves, and the earth with 
her flowrie mantle .... 21 
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Sandys ' fable strikingly resembles the myth of Ceres and Proserpina, 
which F. D. Hoeniger has found informing The Winter's Tale .2 2 More impor-
tantly, Sandys provides a contemporary context for understanding Perdita's 
reference to the seasons. Shakespeare portrays mankind's lifetime as a develop-
ment from spring through summer directly to winter. In the light of this 
scheme, twenty-three is a significant number in The Winter's Tale. For exam-
ple, that is the number of years that Leontes imagines himself to regress in 
order to find lost innocence. Twenty-three is the number of days required for 
Cleomenes and Dion to obtain Apollo's oracle, which sets the terms for the 
play's resolution (II.iii.197-98). Moreover, the Old Shepherd believes that 
"three-and-twenty" is the age at which youth casts off its vices (III.iii.59-67). 2 3 
Within the biblical span of threescore and ten years, twenty-three most pre-
cisely separates the spring from the summer of a man 's or woman's life . Doubled, 
the age most nearly divides the summer from the winter. Nearing the age of 
forty-six, Leontes and Polixenes approach summer's death and the birth of 
trembling winter. 2 4 
Understanding the place of the kings' approximate age within mankind's 
three seasons helps the viewer to appreciate Perdita's welcoming of her guests 
by giving them complimentary flowers and herbs. Polixenes and Camillo have 
disguised themselves in white beards in order to spy upon Florizel at the 
festival. Perdita thus initially gives them herbs symbolic of the December when 
the soul should prepare its spiritual accounts. Polixenes capitalizes upon her 
gift of rosemary and rue to fix his false identity: 
Shepherdess-
A fair one are you-well you fit our ages 
With flowers of winter .. .. (IV.iv. 77-79) 
Perdita responds to this speech by explaining that , when the year grows ancient, 
carnations and gillyflowers are the fairest blossoms, and that she abhors them 
because they are hybrids created by the (to her mind) unnatural process of 
grafting. Perdita's words have an apologetic tone. She appears to be explaining 
why she does not have the flowers corresponding to Polixenes' actual age . 
In The Winter's Tale, disguises often are ineffective. For example, Perdita 
never does think of Florizel as "Doricles," while the Shepherd and his son, the 
Clown, easily see the rogue beneath Autolycus' guise as a rich courtier. 2 5 
Perdita subconsciously penetrates Polixenes' disguise and perceives the man of 
late summer beneath it. After their memorable debate about the relationship 
of art and nature-a debate in which the viewpoint of each speaker will be 
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ironically qualified-Perdita again appears to apologize to Polixenes for her 
aversion to grafting. In this instance, her apology takes the form of a second 
gift of flowers: 
Per. I'll not put 
The dibble in earth to set one slip of them; 
No more than, were I painted, I would wish 
This youth should say 'twere well, and only therefore 
Desire to breed by me. Here's flowers for you: 
Hot lavender, mints, savory, marjoram, 
The marigold, that goes to bed wi' th ' sun 
And with him rises, weeping: these are flowers 
Of middle summer, and I think they are given 
To men of middle age . Y'are very welcome . (IV.iv.99-108) 
These flowers are not given to nameless characters, presumably shepherds, 
attending the festival. Perdita has been addressing Polixenes and Camillo , and 
her gift appears in the context of her speech to them. It would be strange 
theater for Perdita inexplicably to break off her reply to Polixenes, quickly 
bestow some flowers upon anonymous bystanders, and then abruptly return 
to the disguised men. Camillo reacts to her words as though he had been given 
midsummer flowers : 
I could leave grazing, were I of your flock, 
And only live by gazing. (IV.iv.109-10) 
By giving Polixenes winter herbs and midsummer flowers, Perdita doubly 
emphasizes her failure to produce the natural symbols for Polixenes ' true 
time of life . It has often been noted that Perdita, in her giving of flowers, 
reverses the natural course of the seasons.2 6 She progresses from winter through 
midsummer to spring, where she luxuriates in the daffodils and violets that she 
would give Florizel-if she had them. Ernest Schanzer observes that "sheep-
shearings in Shakespeare's day always took place around midsummer"-a 
time which J . H. P. Pafford fixes in late June . 2 7 By giving Camillo and Polixenes 
flowers of midsummer, Perdita may be "consciously flattering her guests for a 
moment. " 2 8 Such flattery would stem from her belief that she has been too 
insistent concerning artifice, possibly offending the strangers. In any case, 
Perdita has only the unspectacular herbs of winter, present year-round, and 
the flowers of midsummer. Unaided nature cannot fulfill human wishes which 
transcend its rigidly fixed patterns. Neither king nor prince receives a symbolic 
tribute suitable for his time of life. 
Art must mend nature if each age of man is to bloom fully , realizing a 
latent potential. Carnations and streaked gillyflowers do bloom until the first 
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frosts; as a gift , they are wonderfully apt for reflecting Polixenes' still present 
virility and reminding him of it . 2 9 While Polixenes ' wrath might reveal a wintry 
moral mood , for which the rosemary and rue are appropriate, his age still 
reflects the year 's prime and so qualifies for the beautiful hybrids. 3 0 Polixenes ' 
year-his lifetime-is growing ancient; Perdita's phrase captures a certain ripe-
ness made possible by aging-the aging toward death. During Polixenes' and 
Leontes ' time of life , the midsummer powers do not come as robustly or as 
easily as they once did. They must be grafted to an older stock. 
Such a grafting occurs, for example, when Perdita's radiant beauty causes 
the man of September to blossom again. When Florizel learns that Polixenes 
has pursued him to Leontes ' court , he begs his host to intercede for him : 
Beseech you, sir , 
Remember since you ow'd no more to time 
Than I do now: with thought of such affections, 
Step forth mine advocate: at your request, 
My father will grant precious things as trifles. 
Recollecting his youthful affections, Leontes replies: 
Would he do so, I'd beg your precious mistress, 
Which he counts but a trifle. 
(V.i.217-21) 
(V.i.222-23) 
Leontes' recollection leads him to experience sensual desire. His words are not 
merely courteous; for a moment (but only for a moment), he covets the lovely 
Perdita. Shakespeare adapts the motif of incest that mars Greene's Pandosto 
and makes the concept serve an enlightened end. The artisan Apollo through 
his providence, his bringing together of Leontes and Perdita, is mending nature. 
In this case, a certain wildness, a youthful passion represented by Perdita, is 
being married (grafted) to an aging king-the gentle scion: 
This is an art 
Which does mend nature-change it rather-but 
The art itself is nature. (IV.iv.95-97) 
Apollo 's art thus makes possible a natural rebirth. Paulina calls attention 
to Leontes' efflorescence by criticizing his desire for Perdita: 
Sir, my liege , 
Your eye hath too much youth in 't; not a month 
'Fore your queen died, she was more worth such gazes 
Than what you look on now. (V.i .223-26) 
THREE SEASONS OF MANKIND 307 
"I thought of her ,I Even as these looks I made," the king replies. By thinking 
of Hermione as he desires Perdita, Leontes unknowingly prepares himself for 
loving his soon-to-be-reborn wife. When he can fully experience his recovered 
love by embracing Hermione, the providential grafting-the mending of nature 
by art-is most wonderful. The man of latest summer who stands near the 
ominous pale of winter gains a vita nuova. As a force in The Winter's Tale, 
Time is almost Apollo's equal. 3 1 Hermione's wrinkles do disturb Leontes in the 
statue scene, and Perdita does find herself empty-handed when she tries to 
reverse the inevitable course of the seasons. Reared by strong blood, Adam's 
heir cannot regress to a childhood state of innocence; age must be acknow-
ledged and accommodated. Only then can the man of September become a 
marvelous hybrid, fully realizing the grace of his season. 
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63 years, Senectus (Age); 63 to 70 or 77, Decrepita Aetas (Decrepit Age) . InJaques'sfamous 
speech (A YL II.vii.139-66), Shakespeare plays variations upon this fundamental description, 
which was an Elizabethan commonplace. It in essence appears, for example, in Pierre de La 
Primaudaye's The French Academie, trans. T. B. (London: Edward Bollifant for G. Bishop 
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and R. Newbery, 1586) , pp . 561-7 3. For other accounts of mankind's seven ages, see the 
New Variorium edition of As Yo u Like It , ed. Horace Howard Furness (Philadelphia: J.B. 
Lippincott , 1890) , pp . 122-24. 
6 Hankins , pp . 61-62. 
7 Hankins, p . 66 . Iago refers to his age at 0th I.iii.311-12 . With forty-eight years on 
his back (Lear I.iv. 38-39), Kent , according to Hankins (p . 62 ), approaches the climacteric 
passage from Man 's Estate to Age . Theoretically , he is prepared to appreciate the aged Lear's 
losses during his pilgrimage. Almost fourteen, Juliet undergoes the tempestuous feelings 
associated with the transition from Childhood to Adolescence (p. 65) . 
8 Regan tells Lear : " O sir , you are old,/ Nature in you stands on the very verge/ Of 
her confine" (L ear II.iv. 146-48). Lear 's tragic experience fulfills the Psalmist 's warning: 
"The days of our years are threescore years and ten; and if by reason of strength they be 
fourscore years, yet it is soon cut off, and we fly away" (Psalms , 90 : 10) . 
9For example, Jaques ' lover sighs like a furnace , "with a woeful ballad/ Made to his 
mistress' eye-brow" (II.vii.148-49) . In this portrait, Orlando 's romantic excess, his attach-
ing of puerile love-rhymes to trees, is parodied . For a good discussion of the thematic im-
portance of Jaques ' seven-ages speech, see Alan Taylor Bradford, "Jaques' Distortion of 
the Seven-Ages Paradigm," Shakespeare Quarterly , 27 (1976) , 171-76. 
10Quotations from Winter's Tale are taken from the New Arden edition , ed. J. H. P. 
Pafford (London : Methuen , 1963). All others are from Th e Riverside Shakespeare, ed. G. 
Blakemore Evans (Boston: Houghton Mifflin, 1974). 
11 Paulina confirms the elapse of sixteen years at V .iii .49-51 . 
12For some viewers, Mamillius ' worldly bantering about cosmetics and the symptoms 
of pregnancy (II.i .1-19) might suggest not only that childhood lacks innocence but also that 
the boy might be older than five . Shakespeare 's view of childhood, however, generally was 
not Wordsworthian . Little Macduff, for example, rather cynically speaks of the husbands 
that his mother will buy and sell after his father 's imagined death (Mac IV.ii.36-43) . 
1 3 Bateson, pursuing a similar train of deductions , also calculates these ages for 
Leontes, Mamillius, and Florizel (pp . 68-70) . In all other respects , however, his essay and 
mine differ. Critics have often noted that Leontes ' jealous seizure is a condensed version of 
Othello's, with the role of the Tempter played by the victim himself. By making Leontes and 
Iago the same age, Shakespeare strengthens the association with the great tragedy. 
14Philip M. Weinstein, " An Interpretation of Pastoral in The Winter's Tale ," SQ, 22 
(1971), 98-99 . 
15 "Prospero 's 'Old Brain ' : The Old Man as Metaphor in The Tempest, " Shakespeare 
Studies, 14 (1981), 290. 
16 At age forty-four or forty-five, four or five years still separate mankind from the 
ominous realm of Age. At twenty-eight , however, Leontes can be regarded as making the 
perilous passage from Youth to Man's Estate- capsizing in the process. 
17 "Seasons and Flowers in The Winter 's Tale ," SQ , 14 (1963), 411-17. 
18Scott, pp . 411-12 . " June is the prime of life : 'when man is xxxvi. yere, he may 
ascend no more, for then hath nature gyven hym beauty and strengthe at the full , and 
rypeth the sedes of parfyte understandynge .' By October he must make his peace with 
God" (p. 411) . 
19Scott, p . 412 . 
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20see, for example, Sonnets 5.5-8 and 6 .1-2; 2H6 II.iv .1-4. Fowler , in " Leontes' 
Contrition and the Repair of Nature," pp. 59-60, offers an explanation for Perdita's refer-
ence to only three seasons which is different from mine. He believes that Perdita, dramatiz-
ing part of the Ovidian myth of Flora and Zephyrus, "presents flowers of the three ancient 
seasons (Horae) to her guests" (p . 59). 
21 0vid's Metamorphosis Englished, Mythologized and Represented in Figures by 
George Sandys , ed. Karl K. Hulley and Stanley T. Vandersall (Lincoln: University of Ne-
braska Press, 1970), p. 493. 
22 "The Meaning of The Winter's Tale," University of Toronto Quarterly, 20 (1950-
51), 20-24. 
2 3These three references to twenty-three are also important for Bateson 's argument 
(pp. 69-70). For a divergent reading of the symbolic significance of the number twenty-three 
in Winter's Tale, see Riemer, pp. 172-74. 
24 For the Renaissance idea of The Three Ages of Man, see Samuel C. Chew, The 
Pilgrimage of Life (1962; rpt. Port Washington, Ne':V York : Kennikat Press, 1973), pp . 153-
54. Shakespeare's numerical and seasonal conception , however, is wholly unique. Bateson 
mentions that the older Leontes and Shakespeare at the time of the writing of Winter's Tale 
were most likely the same age (p. 73). Scholars have generally believed that Shakespeare 
wrote Winter's Tale during the winter of 1610-11 (Pafford, pp . xxi-xxii ). Shakespeare was 
age forty-six at this time- on a seasonal cusp, in terms of his play. 
2 5 "Florizel is the fairy prince who does not concern himself with the mere appearance 
of outward trappings. Through infallible intuition and the highest integrity he pierces ex-
ternals to discover the emotional truth of Perdita 's real quality. The clarity of his vision , 
which sees through the physical disguise , throws into relief the blindness of Leontes , who 
had no such impediment to overcome" (Jerry H. Bryant, "Tbe Winter's Tale and the Pastoral 
Tradition," SQ, 14 [1963], 396). 
26See, for example, Peter Lindenbaum, "Time, Sexual Love, and the Uses of Pastoral 
in The Winter's Tale," Modern Language Quarterly, 33 (1972) , 16. 
27 "The Structural Pattern of The Winter's Tale, " Review of English Literature, 5 
(1964), 74; The New Arden edition,p. 83 . 
28 Lindenbaum, p . 15. 
29Scott asserts that" 'carnations and streaked gillyvors' are associated with eroticism" 
by noting that the flowers symbolize romantic love in Jacque Bellot's The Posye or Nosegay 
of Love (p. 413). In The Shepheardes Calender (1579), Spenser identifies the carnation with 
lovers: "Bring Coronations (carnations), and Sops in wine, Worne of Paramoures" (Aprill, 
11. 138-39). 
30with the vernal and autumnal equinoxes dividing mankind's three seasons, Leontes 
and Polixenes, near summer's death and winter's birth, are in the September of their life-
years. Carnations and gillyflowers bloom until "the colds of Autumn check them" (Horace 
Howard Furness, The New Variorum edition of Th e Winter's Tale [Philadelphia: ] . B. Lippin-
cott, 1898], pp. 117-18). 
31 See David Young, The Heart 's Forest: A Study of Shakespeare's Pastor~l Plays (New 
Haven and London: Yale University Press, 1972) , pp . 133-45. 
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ABSTRACT. The attack by pirates was a conventional device which writers of Greek and 
Elizabethan prose romances used to introduce peril into their melodramatic plots. It was 
Shakespeare 's unconventional trick of mind, however, to associate the terrifying pirate with 
happy turns of plot, to turn him into an unwitting instrument of good in a scenario overseen 
by the heavenly director of the world stage. In effect, Shakespeare transforms the conven-
tional attack by pirates into a version of the deus ex machina and the stereotypical pirate 
into a symbol of Providential intervention. Examination of Pericles, Hamlet, Measure for 
Measure, Twelfth Night, and The Winter's Tale confirms this unique Shakespearean emphasis. 
Index Descriptors: Shakespeare, pirates, Providence. 
In order to initiate a quest or launch a new episode or turn a plot, the 
writer of Greek romances or Elizabethan prose romances need only put the 
characters to sea where misfortune was inevitable and the extraordinary was 
routine. The most hackneyed catastrophe at sea was the shipwrecking storm, 
usually used to separate lovers, friends, or family; so frequently did authors 
use the device that Georges de Scudery complains, "You might think that God 
had given them the winds done up in a bag as they were given to Ulysses, so 
freely do these gentlemen loose them to create shipwreck."1 But a device no 
less formulaic and even more melodramatic was the attack by pirates. In Helio-
dorus' Aethiopica, pirates capture Chariclea in Book V and Cnemon in Book VI. 
In Achilles Tatius' Clitophon and Leucippe, pirates attack Calligone in Book II, 
titular hero and heroine in Book III, and Leucippe for a second time in Book V. 
Even into the pastoral world of Longus' Daphnis and Chloe, pirates intrude to 
kidnap Daphnis, and Sidney's Arcadia begins with pirates separating Pyrocles 
and Musedorus. These "moving accidents by flood," 2 as the romantic hero of 
Othello terms them, are regularly attributed to the malevolence of Fortune, 
who apparently rules the waves of romance. But such an attribution, we know, 
is short-sighted. Typically, Fortune is disclosed to be the handmaiden of 
Providence, and accidents on Fortune's sea are recognized finally as blessed 
events miraculously shaped according to a providential pattern. 
Shakespeare's romances, romantic comedies, and romantic episodes within 
tragedies employ storms in this conventional way. The shipwrecking storms 
recounted at the outset of The Comedy of Errors and Twelfth Night are 
obvious cases in point, as is the series of storms at sea besetting hapless Per-
icles. In each of these plays, one learns that the seeming misfortunes at sea were 
*Department of English, University of Southern California , Los Angeles, California 90007. 
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part of a broader, mysterious providential purpose. Shakespeare's use of pir-
ates, however, seems significantly different. Although his verbal allusions to 
pirates are conventional enough (they are wrangling, avaricious "slaves of 
viciousnes," as Sidney terms them), 3 whenever a pirate is used to turn a Shake-
spearean plot, he functions as a witting or unwitting " thief of mercy," an 
immediate instrument of good. Indeed, the beneficial actions of Shakespeare's 
pirates signal direct heavenly assistance, often in the form of a deus ex machina, 
which affords the hero and/or heroine a miraculous escape from grave peril. 
My purpose in this brief essay will be to suggest that in Shakespeare's mind-
much in the way that a particular image triggers associations with others, and 
image clusters with particular themes-the idea of pirates triggers associations 
with divine assistance, the effect of which is to transform these swarthy roman-
tic creatures into symbols of providential intervention. Recognition of this 
symbolic device will sharpen our understanding of the plays in which it appears 
as well as reveal Shakespeare's extraordinary capacity to adapt source and 
tradition to his own dramatic purposes. 
The most conventional romantic pirates in Shakespearean drama appear 
in Pericles, in an episode based on John Gower's Confessio Amantis and 
Laurence Twine's The Patterne of Painefull Adventures, both sources being 
themselves adaptations of Apollonius of Tyre. Shakespeare's Leonine is a 
murderer with a conscience; having instructed his intended victim, Marina, to 
pray, "for/ The gods are quick of ear" (IV.i.68-69), he draws his sword and is 
about to dispatch her when a band of pirates unexpectedly bounds onto the 
stage to save her life: 
Leon. I am sworn, 
And will dispatch. 
Enter PIRATES. 
1. Pirate. Hold , villain! [Leonine runs away.] 
2. Pirate. A prize, a prize! 
3. Pirate. Half-part , mates, half-part . Come, let's 
have her aboard suddenly. 
Exit [Marina dragged out by the Pirates] . (IV.i.90-95) 
The blatant theatricality of the scene conveys for Shakespeare what Gower and 
Twine find it necessary to articulate. "As fortune , or rather the providence of 
God served," writes Twine, "while Tharsia [Marina] was devoutly making her 
praiers, certain pyrats which were come aland''4 proceeded to rescue her, clearly 
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functioning as instruments of that "providence of God ." In Shakespeare 's 
play, though the gods are not necessarily quick of ear (in that Marina never 
does pray), they are certainly quick of eye, observing her dire distress and 
ordaining that the pirates save her. This deus ex machina, moreover, is only one 
of several miraculous events in a consistent pattern, according to which, as Ken-
neth Muir observes, "the wheel of fortune" is converted "into the wheel of 
Providence. " 5 
The miraculous rescue by pirates in Pericles, spectacularly dramatized and 
unmistakably providential, provides the apposite context for understanding the 
function of the pirates in Hamlet. These pirates , one notes, have been the 
source of some embarrassment for Shakespeareans, for their action culminates 
the implausible, patently melodramatic sequence of events that returns Hamlet 
to Denmark. The need to clear Shakespeare of the charge of melodrama and 
dramatic expediency accounts, one assumes, for Geoffrey Bullough 's attempt 
to document the threat raised by very real pirates on the North Sea in the 
sixteenth century as well as Martin Stevens' desperate argument that Hamlet 
craftily plotted the rendezvous with the pirates. 6 But the pirates in Hamlet 
have a literary, not historical , heritage, and implausibility is precisely to Shake-
speare's point. The pirates derive from the prose romance, and Shakespeare 
deliberately turns his plot with these conventional figures (which are not in 
Belleforest) in order to evoke the sense of supernatural intervention associated 
with this formulaic device. 
Hamlet has had an intuition about the commission in the possession of 
Rosencrantz and Guildenstern. Luckily, he decides to do something unchar-
acteristic-to act rashly. He steals the commission, breaks open the royal seal, 
and discovers Claudius' treachery. Luckily, he has had some training in callig-
raphy, which allows him to forge a new commission. Luckily, he happens to 
have his father's ring in his pocket so that he can seal the newly forged commis-
sion ("even in that was heaven ordinant"- V.ii.48). It is then, as he tells 
Horatio, that 
a pirate of very warlike appointment gave us chase. Find-
ing ourselves too slow of sail, we put on a compell'd valor, 
and in the grapple I boarded them. On the instant they got 
clear of our ship, so I alone became their prisoner. They 
have dealt with me like thieves of mercy, but they knew 
what they did. . . . (IV.vi.16-21) 
In fact, however, they only partly knew what they did. They knew that Hamlet 
would use his influence with Claudius on their behalf, but they did not know 
that their ''~ercy" was part of a continuing pattern of lucky accidents ordained 
by Providence to save Hamlet from death and return him to Denmark. This use 
of the pirate in Hamlet thus confirms the observation of Mark Rose and 
314 IDE 
Raymond Waddington: out on a literal sea of Fortune it is discovered to 
Hamlet (and to the audience) that there is a special Providence watching over 
Hamlet, a divinity that will shape the end of the revenger and of the play. 7 
Shakespeare's use of the pirate in Measure for Measure will now seem to 
be something like an in-joke. Duke Vincentio, God's surrogate on earth, appro-
priately disguised as a man of the cloth, sees his bed-trick go awry because 
Angelo does not keep his word and let Claudio go free. The Duke turns immed-
iately to "Plan B," which is to substitute Barnardine's head for Claudio's. But 
Barnardine, we recall, is marvelously indisposed to die, and so "Plan B" goes 
awry. At this point "Plan C" falls from heaven into Vincentio's lap. The Provost 
announces, 
Here in the prison, father, 
There died this morning of a cruel fever 
One Ragozine, a most notorious pirate, 
A man of Claudio's years; his beard and head 
Just of his color. (IV .iii.69-7 3) 
If Bohemia is allowed a sea-coast, then Vienna's prison, I suppose, may be 
allowed its notorious pirates. At any rate, the Duke, in what is for him a rare 
moment of perspicuity, draws the appropriate conclusion from this unlikely 
event: "O, 'tis an accident that heaven provides!" (IV.iii.77). 
Fortunately, this providential reading of the Ragozine episode can be 
confirmed, and Shakespeare's special emphasis on the pirate can be docu-
mented, by an examination of the source for Measure for Measure, George 
Whetstone's two-part drama, Promos and Cassandra (1578). In the Argument 
to the plays, the grisly substitution of heads is described as providential. "The 
Gaylor, with the outcryes of Andrugio [Claudio], abhorryng Promos [Angelo's) 
lewdenes, by the providence of God , provided thus for his safety. He presented 
Cassandra [Isabella] with a Felons head newlie executed," and because it was 
"mangled," Cassandra "knew it not from her brothers. " 8 Moreover, at the 
moment of rescue in the dramatic text itself, the jail or explains to Andrugio 
that "God it was within my mind that did your safety move" (Pt. I, IV.i; 
p. 471) . Later, Andrugio describes himself as one "whose life from tyrants 
wrath Gods providence did save" (Pt. II, IV.i; p. 501), and later still, as one 
rescued from death by a "just God" (Pt. II , V.i; p. 512). It is telling, of course, 
that Shakespeare not only retains the providential implication of the episode 
but also gives it special point by transforming Whetstone's "Felon" into a 
"notorious pirate." By making Ragozine a pirate, Shakespeare calls attention to 
the improbability of this "accident that heaven provides"; a murderer, a 
highwayman, a rapist, or Whetstone's "Felon" simply would not convey to 
Shakespeare's audience with the same force the implication of providential 
intervention associated with pirates and their world of romance. 
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Unlike Measure for Measure, a city comedy set in Vienna, Twelfth Night, 
with its romance framework and unlocalized setting near a seacoast in Illyria, 
offers a world more congenial to storms and pirates. Indeed, a conventional 
storm separates and washes ashore identical twins, the sister Viola accompanied 
by kindly, upright sailors, the brother Sebastian in the company of Antonio, 
known in Illyria as a "Notable pirate," and "salt-water thief" (V.i.69; although 
Antonio is not labelled a "pirate" until Act V, he no doubt looked like a pirate 
and was clearly distinguishable from the kindly sailors who appear with Viola 
in I.ii). These romance elements in Twelfth Night are hackneyed, of course, and 
in this play, unlike The Comedy of Errors, Shakespeare treats them self-
consciously and humorously. Viola, for example, plucked from the waves and 
newly landed, immediately dons a masculine disguise, transforming herself into 
a typical Shakespearean heroine in search of a plot. Two scenes later, she finds 
the plot, and the manipulative heroine is overwhelmed by it; she finds herself 
in a complex love triangle, a knotty comic epitasis that only time can untie 
(see, for example, II.ii.40-41 ). Sebastian also is in search of a plot in that the 
romance hero has been rescued by a pirate and now wanders aimlessly, as if 
waiting to be swept up and deployed by the comic intelligence governing the 
drama. But Shakespeare reserves his most sardonic treatment for Antonio. 
The pirate in Twelfth Night is more than a mere "thief of mercy." Shake-
speare exaggerates this particular pirate's kind-hearted disposition, gilding his 
friendship for Sebastian with the language of Petrarchan love. Neither friend 
escapes the humorous point. Antonio's blind devotion to Sebastian cannot but 
reflect negatively on the young man's masculinity. For his part , Antonio is be-
dazzled by Sebastian; he is astonied, traipsing after the romance hero he 
functions to protect with about the same level of consciousness as that of the 
lion who befriends and protects Una in The Faerie Queene. One notes, paren-
thetically, that had Shakespeare not intended these humorous implications he 
might easily have reversed the marine rescues, having the friendly sailors save 
Sebastian and the lonely pirate save, and then fall in love with, Viola. 
More pertinent for us, however, is the fact that Antonio's blind devotion 
to Sebastian causes the pirate to become the unwitting rescuer of Viola later in 
the play. After Sir Toby Belch has set up the plot to gull Sir Andrew Ague-
cheek, and Sir Andrew is reluctantly resigned to square off against an equally 
reluctant Viola (who is disguised as Caesario), the romance heroine prays in an 
aside, "Pray God defend me" (III.iv.302). Her prayer is immediately answered 
when Antonio, thinking she is Sebastian, bursts on stage with sword drawn to 
rescue her. Not only has Shakespeare's pirate rescued Sebastian from "the 
breach of the sea" (II.i.22), but now, in this wonderfully comic version of a 
deus ex machina, he once again serves as an instrument of Providence, in this 
instance, a Providence with a sense of humor. 
A final example of the Shakespearean pirate requires a shift in locale 
and adjustment in nomenclature. Even the most cursory reading of Greek and 
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Elizabethan prose romances suggests that pirates and robbers share a functional 
kinship. What pirates do at sea, their landlubber cousins do on the terra firma: 
introduce peril , turn a plot, launch a quest. In Book I of the Aethiopica, for 
example (the same book in which one gang of pirates captures Cnemon and 
another gang kidnaps Chariclea), robbers seize Theagenes and Chariclea and 
immediately are themselves robbed of their capitives by other bandits, after 
which the original robbers recover in time to seize Tyamis later in the same 
book. For another example, in Common Conditions, a rare extant romance 
which one might assume is typical of many lost dramatic romances of the 
early Elizabethan period, both pirates and robbers are used as plot devices: 
robbers set upon Clarisia (the heroine) and Common Conditions (the vice) 
early, and pirates upon Lamphedon (the hero) and Clarisia late . Shakespeare's 
tendency, moreover , seems to be to treat robbers much as he treats pirates, as 
unlikely or unwitting instruments of good. One thinks of the good robbers who 
help Valentine in Two Gentlemen of Verona or of the nominal outlaws who 
help Orlando in As You Like It. It perhaps is permissible, then, to conclude 
speculatively, by attempting to bring another play and a final, mutant version 
of the Shakespearean pirate into the fold. The play is The Winter's Tale, the 
character is Autolycus. 
In his seminal study of the relationship between the Greek romance and 
Elizabethan prose fiction, Samuel Lee Wolff observes that a typical romance 
might be considered as "a series of theatrical spectacles arranged by a super-
human agency," and that Fortune or the gods are often likened to playwrights 
of the world stage.9 If this theatrical analogy in the prose romance helps one 
better to understand Prospero's role as providential surrogate in The Tempest, 
it also has implications for The Winter's Tale. The presiding deity in The 
Winter's Tale, after all, is Apollo , and it is his divine art that Paulina and 
Camillo ultimately subserve. 
When Camillo plots the elopement of Florizel and Perdita, predicting their 
welcome in Sicily and their subsequent marriage, he likens himself to a kind 
of stage manager, assuring Florizel that somehow his shepherd's weeds will be 
exchanged for princely attire : 
It shall be so my care 
To have you royally appointed, as if 
The scene you play were mine. (IV.iv.591-93) 
Precisely on cue, Autolycus wanders into Camilla's plot and is seized upon by 
the stage manager: 
Who have we here? [Seeing Autolycus.] 
We'll make an instrument of this; omit 
Nothing may give us aid. (IV.iv.62 3-25) 
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As requested, Autolycus changes clothes with Florizel, and luckily, though 
Autolycus realizes that there is a plot afoot to deceive Polixenes, his knavish 
mentality will not allow him to inform Polixenes of it. 
Earlier, Florizel had suggested that Camillo would be "something more 
than man" (IV .iv. 5 3 5) if he were able to effect the lovers' almost miraculous 
escape ("almost a miracle"-IV.iv.534). And, in fact, Camillo, like Paulina, the 
woman he will eventually marry, does function as something more than man, 
that is, as Apollo's surrogate, in bringing about the comic reunion and recon-
ciliation. Instrumental to Camillo's success, one notes, is Autolycus, who, 
though not a pirate, is a kindred spirit who performs a similar function . Like 
the pirates in Pericles, Hamlet, Measure for Measure, and Twelfth Night, this 
land-based thief and con man functions as an unwitting instrument of good in 
a romance scenario directed by a benevolent Providence. 
It seems inevitable that the emphasis in the Greek prose romance on a 
superhuman agency's overseeing a sequence of seemingly miraculous events on 
earth would be assimilated into Elizabethan assumptions about God's active 
government of the world stage, and equally inevitable that the theatrum mundi 
analogy in the prose romance would not be lost on the Elizabethan writer of 
dramatic romances. In Sir Clyomon and Sir Clamydes, another rare dramat ic 
romance surviving from the early Elizabethan period, Providence personified 
intervenes as deus ex ma china , thus making obvious what is sometimes only 
latent in more mature romantic dramas: that the sentimental world of romance 
is governed by a "just God" who intervenes to reward virtue and to punish 
vice. Although Shakespeare is wont to treat the "pirate" self-consciously and 
sometimes humorously, as we have seen, the very act of calling attention to 
this instrument of implausibly well-timed and blatantly theatrical assistance to 
hero and heroine proclaims Shakespeare's association with the moldy tales and 
moldy plays of the romance tradition, and with their sentimental conception of 
a providential universe governed by the principle of poetic justice. The Shake-
spearean pirate, then, should be understood finally as a metaphor for the inter-
vention of a just Providence in the affairs of men, indeed as a symbol of God's 
active government of the world stage. 
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ABSTRACT. When, in the 1590s, Robert Wilmot set about revising Gismond of Salerne, a 
play he had helped compose at least a quarter of a century earlier, he did so, as he says, 
"according to the decorum of these daies." Tancred and Gismund , as the resulting version 
was called, shows all the marks of extensive and painstaking revision, but the theoretical 
implications of the changes that have taken place have never been fully considered. These 
changes indicate that the decorum to which Wilmot subscribed is largely identifiable with 
"multiple unity," a term coined by Heinrich Wolfflin to designate certain formal features 
of the artwork of the Renaissance but adapted to Elizabethan drama by Madeleine Doran. 
In attempting to reconcile the variety and diversity of which the Renaissance was so fond 
with the unity and coherence that are the hallmarks of classical drama, Wilmot ran into 
contradictions he could not master. As a result, Tancred and Gismund remains caught 
between two ages, neither active and varied enough to achieve the complexity toward which 
Elizabethan drama aspired nor simple enough to maintain the classicism to which Gismond 
of Salerne had adhered. 
Index Descriptors : dramatic theory, Elizabethan dramatic theory, Elizabethan drama, 
Elizabethan tragedy, Tancred and Gismund, Gismond of Salerne, Robert Wilmot, and 
decorum. 
Somewhere between 1566 and 1568 five gentlemen of the Inner Temple 
composed a classical tragedy entitled Gismond of Salerne .1 It was subsequently 
acted before Queen Elizabeth, "by whom it was then as princely accepted, as 
of the whole honorable audience notably applauded. " 2 William Web be, who 
was at the performance and from whom we receive this last piece of inform-
ation, says of the play that it was "of al men generally desired, as a work, 
either in statelines of shew, depth of conceit, or true ornaments of poeticall 
arte, inferior to none of the best in that kinde: no, were the Roman Seneca 
the censurer.": He himself commends the play highly, and, as the author of 
A Discourse of English Poetrie , his opinion is at least worth noting. After its 
triumphant production, we are told, the play was laid aside and perhaps cir-
culated in manuscript over a period of years, no doubt among the judicious, 
who could sufficiently appreciate what Webbe calls its "rare & bewtiful per-
fections. "4 
And tJ:iere the matter might have rested had not Robert Wilmot, one of 
the five gentlemen who had originally written the play, rescued it "from the 
deuouring iawes of obliuion" by publishing it, after extensive revision, in 1591 
or 1592, under the title of Tancred and Gismund.5 Wilmot was a clergyman 
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who took a dim view of the contemporary stage, boasting of his revision that 
it "shalbe safe fro the Tragedian Tyrants of our time, who are not ashamed to 
affirme that ther can no amarous poeme sauour of any sharpnes of wit, vnlesse 
it be seasoned with scurrilous words. " 6 Scornful of the professional stage, he 
does, however, commend his play to the attention of the students of the Inner 
Temple, perhaps, as David Klein suggests, as a means of offsetting the success 
of the recent production of The Misfortunes of Arthur at Gray's Inn. 7 The 
rivalry between these schools had apparently been intense for a number of 
years, and such a revival would have offered Wilmot 's associates the perfect 
opportunity to uphold the reputation of the Inner Temple. At any rate, in an 
accompanying dedicatory epistle to "the right Worshipfull and vertuous Ladies, 
the L. Marie Peter, & the Ladie Anne Graie ," he is careful to point out that 
such a revival would be possible with but "a little cost. " 8 
The play derives its plot from Boccaccio 's first novel of the fourth day of 
the Decameron, though, as John W. Cunliffe notes , the entire emphasis and 
moral tone of the story have been altered in the dramatized version, reflecting 
the influence of Lodovico Dolce's Didona and several of Seneca's tragedies. 9 
In the original version of the play, Gismond, the daughter of Tancred, king of 
Naples and prince of Salerno, has returned to her father 's house, mourning the 
death of her husband, a foreign prince. Tancred is overjoyed to see her and, 
mindful of his loneliness during her absence, determines that she shall not re-
marry while he is alive, thereby hoping to keep her with him. Eventually, how-
ever, Gismond tires of her unmarried state and, through her aunt, petitions 
Tancred to abandon his purpose. He refuses and, in the course of time, Gis-
mond falls in love with Guishard, a nobleman of Tancred's court. Unable to 
marry, the lovers are driven to meeting secretly in Gismond's chamber, acces-
sible through a forgotten vault beneath the castle. One day Tancred enters the 
chamber in search of Gismond and , not finding her, decides to rest on her bed 
until she returns. Concealed behind a bed curtain, he sees the lovers entering 
the chamber through the vault and realizes the truth. Later he bitterly re-
proaches them, and Guishard is sent to a dungeon, where Tancred has him 
killed and his heart delivered to Gismond in a golden cup. In grief and despair, 
Gismond poisons herself. Before her death, however, she extracts a promise 
from her father that she and her lover be buried in the same tomb. Over-
whelmed with remorse, Tancred resolves to end his own life after his promise 
has been fulfilled . Though classical in conception and design, the play probably 
justifies Cunliffe's description of it as "a mosaic of Boccaccio, Dolce, Seneca, 
and English moralizing, not very skilfully fitted together, inferior in solemn 
eloquence to Gorboduc, and in dramatic effectiveness to [Gascoigne and 
Kinwelmersh 's] Jocasta . " 10 
Free of the commercialism of the public stage and devoid of topical 
interest, the revision was not motivated by the political, technical, or financial 
considerations that usually prompted revision in Elizabethan times. Why then 
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should Wilmot have bothered to revise the play at all, given the ostensible 
popularity the original version had enjoyed as play and manuscript over the 
years? One reason immediately suggests itself. If the play was, in fact , intended 
to provide the text for a production that would rival and possibly eclipse the 
popularity of The Misfortunes of Arthur, Wilmot could have been trying to 
avoid the plausible mock that it was nothing more than a theatrical relic dusted 
off for a modern occasion, and indeed, little less than a full-scale revision could 
have defused such a taunt. But the extensiveness and care with which Wilmot 
altered his original suggest more than a mere desire for novelty. There is a sense 
throughout the revision that Wilmot (whatever his objections to the scurrility 
of the comtemporary stage) clearly recognized that something important had 
happened to drama since he and four others had penned Gismond of Salerne in 
the 1560s, something important enough to have an effect on even so hermetic a 
form as the classical tragedy. He tells us as much on the title page of the 
1591/92 edition, where he affirms the play "newly reuiued and polished ac-
cording to the decorum of these daies." Unquestionably, one of Wilmot's 
reasons for revision must have been esthetic. 
In what remains the most detailed comparison of the two versions of the 
play, David Klein indicates most of the important changes that have taken 
place. The implication of these changes, says Klein, is that the revision was 
carried out under the direct influence of the Elizabethan public theater, an 
especially noteworthy point considering that it was done by an author openly 
contemptuous of that theater and on a play not intended for public perform-
ance. While demonstrating that these changes do, in fact, conform to the 
general stage practice in England at the time of the revision , Klein makes no 
attempt to indicate the extent to which Wilmot's practice reflects a consistent 
philosophy of drama. Nor does he attempt to explain what Wilmot meant by 
the phrase "the decorum of these daies." The general impression he leaves us 
with, however, is that the changes render the play more human and dramat-
ic. I I 
Herbert G. Wright agrees with Klein that Wilmot's revision constitutes 
an improvement of the play, finding Tancred and Gismund "vastly superior 
to Gismond of Salern in its stagecraft and in the discernment with which this 
is brought to bear on the characterization. "I 2 In addition, Wright has proposed 
Federico Asinari's Tancredi, first published in 1587, as one of the principal 
sources of Wilmot's decorum, largely on the basis of textual similarities be-
tween the two plays. I 3 While not ruling out the English public stage as a 
possible source of Wilmot's altered sense of decorum, Wright clearly points to 
Italian drama and the critical machinery of the Italian neoclassical critics as the 
chief determinants of the changes that have taken place. 
These claims ought to be considered. If we can arrive at any of the under-
lying principles that explain the nature of the change that has taken place 
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between the 1560s' Gismond of Salerne and the 1590s ' Tancred and Gismund, 
we will be that much closer to understanding the obscure subject of Eliza-
bethan dramatic theory and its development, a subject rendered all the more 
obscure by the absence of critical texts from the period explaining what 
dramatists and scholars took to be the nature and purpose of their theater. 14 
The most likely place to begin would seem to be with the actual changes them-
selves. If, on the basis of the most striking and characteristic alterations in the 
play, we can arrive at a consistent method of procedure, then we can probably 
assume (and with a fair degree of probability in the case of as conscientious 
an academician as Wilmot) that individual variations will not be too drastic. 
Among the most obvious changes are: 
(1) A tendency toward greater fullness, variety, and movement on the 
stage, as indicated by stage directions in which minor characters 
(some of them added in the revision) enter and depart for no other 
apparent reason than to swell the scene 
(2) The stage violence of Tancred's tearing out his eyes (V.iii), such 
violence scrupulously relegated to the messenger's speech in the 
earlier version 
(3) The probable addition of dumb shows and songs, and the emblem-
atic intensification of Cupid's first descent from the heavens (I.i) 15 
( 4) The replacement of the strict rhyme scheme of the original with a 
more varied and flexible pattern of rhymed couplets, alternating 
rhyme , and blank verse 
(5) An increase in the number of stichomythic passages from one in the 
original to six in the revision 
(6) The lengthening of certain speeches, such as Gismund's death speech 
(V.ii), rendering them more vigorous and complex 16 
(7) The shortening or breaking up of other speeches for the sake of 
conciseness and to suggest greater interaction among the characters 
(8) Fuller stage directions 
(9) More carefully motivated entrances and exits, at least for major 
characters, and better integrated openings and closings of scenes, 
sometimes accompanied by clearer, more varied localization of 
setting 
(10) A tendency to use stage action more frequently and dramatically, 
sometimes in a tableau-like or emblematic way, as when Tancred 
kneels to invoke the curse of the gods (IV .ii) or Gismund kisses her 
lover's heart in a golden cup (V.ii) 
(11) The replacement of the relatively detached chorus of four gentlemen 
of Salerno with one consisting of Gismund 's four handmaidens 
and a consequent expansion of their direct involvement in the action 
of the play 
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(12) The adoption by Lucrece, Gismund's aunt and confidante, of the 
dramatic functions of Claudia, Gismund's maid (or nurse), in III.ii, 
permitting Claudia to disappear entirely from the second version, her 
remaining functions in the play (in V.ii) taken over by the Chorus 
(13) The introduction of Guiszard earlier in the play, albeit briefly (in 
II.ii instead of III.iii), and 
(14) The increased stature of Iulio, Tancred's captain of the guard in his 
first version, who assumes the title of Lord Chamberlain and whose 
dramatic importance is proportionately augmented, as witnessed by 
his advice offered to Tancred (in IV.iv and V.iii), his role as both 
executor of Tancred's final promise to Gismund and unwilling execu-
tioner of Tancred himself (V.iii), and his specific designation as 
speaker of the anonymous epilogue of the original 1 7 
The list is admittedly formidable. Presented in a single paragraph, how-
ever, the changes begin to resolve themselves into a certain order. A pattern 
emerges, involving a kind of centrifugal as well as centripetal motion. There is, 
first of all, a tendency in numbers one through ten toward amplification and 
diversification, affecting not only the spectacle and action of the play but its 
poetry and rhetoric as well. But there is also a tendency toward unification. 
toward rendering things more coherent, manifested in numbers seven through 
fourteen, which is evident if we consider the deeper significance with which 
the stage aetions are invested, the incorporation of Lucrece and Claudia into a 
single character, or the involvement of the Chorus in the action of the play. 
The overlapping of categories seven through ten, where there is simultaneously 
a tendency toward fuller amplification and stricter coherence, greater variety 
and greater unity, suggests that for Wilmot and his contemporaries these 
activities were by no means mutually exclusive. 
While problems of unity, coherence, and variety are, of course, inherent 
in any artistic endeavor, there is reason to believe that, for Wilmot and his 
contemporaries, such problems had a special significance. Drawing on the 
critical vocabulary of art historian Heinrich Wolfflin, Madeleine Doran has 
suggested the relevance of Wolfflin's term "multiple unity" to an understand-
ing of Elizabethan drama. 18 Originally coined by Wolfflin to designate certain 
formal qualities shared by the plastic arts and architecture of the Renaissance, 
multiple unity is contrasted to "unified unity," equally characteristic of the 
baroque arts. According to Wolfflin, these terms signify that Renaissance art 
"achieves its unity by making the parts [of a composition] independent as 
free members, and that the baroque abolishes the uniform independence of the 
parts in favour of a more unified total motive ." This, in turn, leads him to 
speak of the "co-ordination of the accents" in the art of the Renaissance and 
their "subordination" in baroque art. 19 In effect, Wolfflin argues, Renaissance 
artists sought to reconcile the variety and multiplicity they had inherited from 
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the Middle Ages with the coherence and unity that were the hallmarks of 
classical art. Doran contends that Elizabethan playwrights were confronted 
with esthetic problems not unlike those of Renaissance painters and sculptors 
and that such problems were, in some respects , unlike those faced by classical 
or medieval artists, on the one hand, and by those we have come to designate as 
baroque or neoclassical, on the other. What specifically sets the Elizabethan 
playwright apart from playwrights in any of these other periods, according to 
Doran, is his singleminded attempt to achieve multiple unity in dramatic terms. 
It would be inappropriate to go more fully into Doran's theory here, but 
one point deserves special mention. According to Doran: 
The two most fundamental differences between ancient classical 
drama and Elizabethan drama are probably in the relative economy 
with which materials are used and in the conduct of the fable. The 
two tend to go together. In theme, event, number of characters, 
emotional tone, a classical play is economical, and usually concen-
trated in its effect; an Elizabethan play, lavish and multiple . (For 
example, King Lear compared with Oedipus Rex.) The plot of a 
classical play typically begins in medias res and follows the "artifi-
cial" order ; the plot of an Elizabethan play normally follows the 
"natural" or historical order of events. The exceptions and modifi-
cations on both sides do not invalidate the large generalization. 2 o 
Such distinctions are especially relevant to our two versions of the Tan-
cred and Gismund story. The avowed intention of the former was to be a 
tragedy in imitation of the classics. Rhetorically conceived, it is characterized 
throughout by a thoroughgoing economy of detail and action, an unrelieved 
unity of tragic effect, and a somewhat austere and simplified conception of 
character. Its specific features are almost entirely derived from classical (and 
specifically Senecan) models , as its deus ex machina, chorus, avoidance of 
stage violence, pagan theology and stoic philosophizing, tyrant, messenger, and 
confidante testify . Even in this version, however, the authors were not com-
pletely at home with their classicism, since, besides admitting overt Christian 
moralizing and a courtly love interest, they allowed their tragedy to follow a 
natural rather than an artificial order of events and to cover an unspecified 
time period. Aware of the classical canon regarding the portrayal of time on the 
stage (at least as it was interpreted by a number of Renaissance critics), the 
collaborators tried (not altogether successfully) to avoid open violation of it 
by rendering indefinite the length of time between Gismund 's period of mourn-
ing and the beginning of her romantic attraction to Guiszard. 21 
If these are defections from the classical decorum that governed the first 
version of the play, the changes in the second amount to a virtual insurrection. 
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As we have seen, here classical economy has been largely replaced by Renais-
sance copia , although there was, as we have also seen , a deliberate attempt to 
bring this variety into a more coherent order, to create multiple unity rather 
than mere multiplicity . Songs, dumb shows, stage action, spectacle, blank 
verse , stichomythic dialogue, even stage violence are incorporated into the 
original structure to create a more active and varied effect. It is precisely this 
effect that most distinguishes Elizabethan drama from the drama of Greece 
and Rome or from the neoclassical drama of Italy and France, which was, to 
a certain extent, its model. 
With these considerations before us , we can venture some final conclu-
sions. The almost inescapable inference is that " the decorum of these daies," 
as Wilmot conceived it , is largely identifiable with the multiple unity Doran 
has traced through most of the drama of the Elizabethan period. 22 In bring-
ing a neglected play up to date , Wilmot relied chiefly on the amplification and 
diversification characteristic of the drama of his day but expressly at odds with 
the classical economy to which his original version had adhered. This decorum 
even led him to add three unmotivated songs and five more stichomythic de-
bates to the one in Gismond of Salerne, changes Klein found hard to account 
for, since they violated the realism he took to be one of the principal features 
of the revision. 23 
One closing note. On the basis of the preceding analysis , I find it hard to 
accept without reservation the opinion of both Klein and Wright that, with a 
small number of exceptions, the changes in Tancred and Gismund mark a sig-
nificant esthetic improvement over Gismond of Salerne. While the revised ver-
sion is , in most cases , more effectively written and dramatically conceived than 
the original, there seems to me a prior question as to whether the rather frail 
narrative on which both versions are based is sturdy enough to sustain the 
extra dramaturgical weight Wilmot placed upon it in revision. Without mate-
rially altering the complexity of the plot, Wilmot extensively complicates the 
means by which that plot is conveyed, and the result seems to me generally 
top-heavy. Occasionally his additions are dramatically superfluous, as when the 
unmotivated songs interrupt the action ; occasionally redundant, as when 
Renuchio 's lengthy report of Guiszard 's murder is preceded by a dumb show in 
which the same event is depicted (V.i); and occasionally inconsistent, as when 
the messenger 's speech (originally conceived as an alternative to the present-
ation of violence on the stage) shares the scene with an act of stage violence 
at least as brutal as the one described in the speech-Tancred 's blinding himself. 
Perhaps, in the final analysis, Wilmot's revision was simply not thorough 
enough. At the time of its writing, other English playwrights, most of them 
associated with the public stage, were actively concerned with problems of 
multiple plotting and the "contamination" of various narrative sources into a 
single dramatic plot, to provide an adequate scaffolding fo r the variety and 
complexity that was, in a formal sense , their aim. The Spanish Tragedy had 
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already become a household word. Marlowe was holding the boards with both 
parts of Tamburlaine and had perhaps completed Doctor Faustus. Still an 
apprentice, Shakespeare was probably completing. the third of his chronicle 
plays on Henry VI and may have already considered doubling the twins (and 
complications) of Plautus ' Menaechmi for his own Comedy of Errors. 
Wilmot and his co-authors originally started with a story that was clas-
sically simple, and they dramatized it with simplicity, dignity, and restraint. 
If not very imaginative Seneca, it was at least an organic imitation. When 
Wilmot later attempted to adapt the play to a more modern temperament, he 
employed all he knew about contemporary stagecraft to that end. That the 
result remains stillborn between two ages may be partly owing to the fact that 
ultimately he did not understand the significance or implications of the theat-
rical innovations taking place around him, especially on the popular stage. In 
attempting to retain the essential simplicity of classical tragedy while at the 
same time introducing the amplification of which the Renaissance was so fond, 
Wilmot ran into contradictions he could not master. He had forgotten the most 
important feature of decorum in any age: the just and harmonious disposition 
of means to ends. 
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ABSTRACT. The evidence that Shakespeare chose the name Falstaff and set him dialec-
t ically against a character named Hotspur because the names evoke phallic images comple-
menting each other and Shakespeare 's own name is purely inferential, but the bawdy word 
play in his and other Elizabethan works gives credence to the idea. In the centuries preceding 
Shakespeare , English writers, even Chaucer, avoided allusions to the penis, but Elizabethan 
playwrights indulged in bawdiness of the sort prevalent in French literatu re of the Middle 
Ages. Like Prospero at the end of Shakespeare 's career, Falstaff, that mythomaniac lording 
it over language, seems an alter ego of the playwright as he approaches his prime. 
Index Descriptors : bawdy, Henry I V, Falstaff, Hotspur. 
In a recent work speculating about the names Shakespeare gave his char-
acters, Murray Levith proposes not only that Falstaff and Hotspur were intended 
as phallic puns but that the playwright must have intended the name Falstaff 
to be "a play on his own. " 1 His comments stimulated me to pursue my earlier 
speculations about the names . What really are the odds that Shakespeare chose 
the name Falstaff and set him dialectically against a character named Hotspur 
because the names reminded him of the sexual puns stimulated in others by his 
own name? Did the playwright whose own name seemed an open invitation to 
pun on his sexual aggressiveness and potency create in Falstaff a figure willing 
to go to extremes to keep his image of virility alive-and later in Merry Wives 
of Windsor show his efforts miscarrying? And did the existence of a figure nick-
named Hotspur in the historical events of Henry IV's reign enhance the attrac-
tiveness of this multifaceted word play? 
The evidence is admittedly inferential, but so are most of the traditional 
items in the playwright 's biography. The very idea that he expunged the name 
Oldcastle is largely an inference from the botched pun "my old lad of the 
castle" supplemented by the appearance of this character in The Fam ous 
Victories of Henry V and the disclaimer in the epilogue to 2 Henry IV, "for 
Oldcastle died a martyr and this is not the man. " Moreover, the notion that 
it was changed because Oldcastle's descendants protested is based on the infer-
ence that they cared and were powerful enough to force the change. If Shake-
speare came to be intrigued by the tricky but unprovable play on his name, he 
may have abandoned the name Oldcastle with little or no pressure. 
Of course, traditional inferences are more securely based than any serving 
to link these three names as I am suggesting; otherwise the possibilities would 
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have long since been explored. It is tempting to assume that the playwright 
first substituted the name of the historical figure Fastolphe, then realized the 
potential of the variant, for Falstaff is exactly that, a phonetic variant by 
Middle English speakers who pronounced "Walter" as "Watter" and "Ralph" 
as "Rafe." In addition, folk etymology would favor meaningful syllables like 
"fall" and "staff" over the ones in Fastolphe. Since 1 Henry IV survives only in 
the folio, which has no dramatis personae but identifies the character as Fal-
staff, it seems probable that , no matter what the original script said, thirty 
years later Hemminges and Condell would put in Falstaff, already a legend in 
Jacobean time. Some twentieth-century editors still choose to identify him as 
Fastolphe; 2 however , I see no way of establishing the sequence from Fastolphe 
to Falstaff. 
But did the syllables in "Falstaff" invite Elizabethan audiences to think 
of them as a sexual pun? Surely in a world that seemed to share delight in such 
word play, 3 no matter how outrageous or ancient, and for an author who is 
both fascinated by sexual bawdry and aware of his listeners' obsessions, the 
inference is plausible. In the centuries to follow he was criticized for the cru-
dities of his metaphors, but his successors never ceased indulging in sexual word 
play; not until the nineteenth century did the English-speaking culture give up 
the pleasure of sexual allusions, much as Catholics give up something they 
treasure for Lent. As our century swings to the opposite extreme and wallows 
in obscenities, there is some reason to ask whatever happened to the cleverness 
that characterized the efforts of earlier centuries. 
As might be expected of works modeled after the classics, more than a 
hundred of Shakespeare 's comic characters have names which serve as a clue 
to their personalities: Belch and Aguecheek, Elbow and Froth, Pistol and 
Nim . .. the list is overpowering. Given this stimulus (if any were needed), 
plays on Shakespeare's name must also have been irresistible. Few of the surviv-
ing references to him in his lifetime offered a context for wit, but the one by 
his fellow dramatist Greene, who early in Shakespeare's career attacked him as 
a "Shakes-scene, " is probably symptomatic. Most of the plays on his name 
were repetitious, of course, but "Witwouds" are inescapable in any group. 
Perhaps he thought fate had cheated him of his mother's aristocratic name and 
given him one that his stupidest acquaintance could impudently distort . Thus, 
like Falstaff, he was not only witty in himself " but the cause that wit is in 
other men" (2H41.ii.10). Were his efforts to dignify the family name with a coat 
of arms a sign of dissatisfaction? I see nothing in the situation, however, which 
would deter him from cleverly echoing the sexual import of his name in a dra-
matic context to create not one but two alter egos. One is not hindered by any 
sort of decency or compassion from shoring up his virility by excess. Do I 
dare say that gusto, not honor, pricked him on? As the Hostess says, "he 
care not what mischief he does, if his weapon be out. He will foin like any 
devil; he will spare neither man, woman or child" (2 H 4 II.i.15-16). The 
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other is a paragon of masculinity and honor capable of showing and inspiring 
love even as he dominates his wife and of stimulating admiration even by his 
defects. 
My search for Elizabethan examples of "spear," "staff," and "spur" used 
as metaphors for the penis has been unrewarded. The words that were so used 
by Shakespeare's contemporaries number in the scores: bauble, bawcock, 
carrot, cod's head, eel, fish, end, pike, pike-staff, prick, etc., most of which 
can be found in his plays. That "spear" has not been recorded in this sense 
seems a little surprising, but in general it seems too obvious to be clever, and in 
particular, for a playwright whose name ends in "spear," too likely to produce 
a bastard laugh. Actually, he never used the word at all in his comedies and 
only twice in "Venus and Adonis." More than half the remaining examples 
occur in Richard II, the only play devoid of comic dialogue. In contrast, 
Chaucer used the word forty times, though never with any discernible sexual 
implications, and Spenser 175 times. Even allowing for the differences in con-
tent, this variation seems significant. 
In contrast, "staff" and "spur" occur with relative frequency in Shake-
speare with "staff" appearing forty times and "spur" more than fifty. Only in 
one bit of dialogue can "staff" possibly be a double entendre: Lancelot Gobbo's 
joke about his staff understanding him because it stands under him seems 
rather prolonged unless it has a sexual implication. (I am reminded of a pos-
sibly analogous joke that we boys once thought funny: you can tell a stud by 
the fact that when he walks on his knees he makes three tracks.) 
A search for English words of any sort ref erring to the penis in the cen-
turies preceding Shakespeare is understandably unrewarding, once one grasps 
the situation. In medieval France, scores of authors were proud to be identified 
with their fabliaux and other erotic tales, many of which have survived. Al-
though most of their ingenuity was exercised in metaphorical descriptions of 
the act and not in euphemisms for the penis, their usual name for it was le vit 
or the quick one, and their favorite metaphors were andoille (chitterling), pas-
naise (parsnip), and bourdon (staff). 4 But in England only Chaucer acknow-
ledged writing fabliaux; if any anonymous ones were written, they did not 
survive . The author of Piers Plowman, for example, feels free to include comic 
and graphic details of violence and filth but does not mention the act itself 
even in characterizing Lechery. And although Chaucer uses the verb prick 
occasionally and has multilingual names for the female organs (quoniam and 
belle chose), even he refers only vaguely to their counterparts as it. 
But if he actually translated all of Roman de la Rose, 5 the last chapter 
of that allegory required him repeatedly to translate the French word for staff. 
Probably not until Rabelais (who also called it a staff) was the act so elaborately 
allegorized in literature; if such word play ever occurred among the English 
before the Tudor period, it was presumably only in conversations of men, 
never to be written down. Fisher's hypothesis that Gower shamed Chaucer 
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out of writing still other fabliau x is plausible but unsupported,6 yet consistent 
with the general feeling in medieval England that the French were grossly ob-
sessed with sex. A lack of references to the sexual act in pre-Elizabethan liter-
ature, therefore, is to be expected. 
As for serious references to the male organs, a rare example is Chaucer's 
Parson's denunciation of the costumes some courtiers wore: 
Allas somme of hem shewen the boce of hir shape and the 
horrible membres that semeth lik the maladie of hirnia ... . 
And more-over the wrecched swollen membres that they 
shewe thurgh the degysing, in departyng of hire hoses in 
whit and reed semeth as if half hir privee membres were 
flayne . . .. (X.423) 
No lighthearted allusions to the penis occur m Chaucer, unless it is Troilus' 
metaphor of a ruby set in a ring (V.549), but if so, curiously enough, Criseyde 
seems to be the contained (the ruby) rather than the container. 
The professor who introduced me to ·Chaucer's poetry was considered 
audacious for having published an article explaining that when the Merchant's 
wife offers to repay her husband by letting him "score it on my taille ," she is 
punning on "tail" and "tally. " 7 Today, it seems, the disapproval tends to be 
aesthetic, not moral , although the two fuse in rejecting the homosexual impli-
cations of Shakespeare's sonnets. 
There was no chance, therefore, that an OED governed by Victorian as 
well as historical principles would include instances of the words in question 
referring to the penis even in the last few centuries. Yet it seems plausible that 
the word "spear," which also meant the sting of an insect, the spire of a build-
ing, and the close joining of objects (for example , "They are speared up to-
gether fast") would have a figurative meaning of this sort. As for Shakespeare's 
usage, when one recalls the complex usage of the word "Will" to mean himself, 
his sexual drive , or his penis , it is intriguing to discover J. Heywood's Prov-
erb 29, which reads: "Will is a shrewde boy . . . a gentel white spurre and at 
need a sure speare." 8 The coincidence of "will" and "spur" and "spear" seems 
almost prophetic. 
Peripheral support may be found in the speculations about the identity of 
Justice Shallow, speculations which have spawned inordinately for such a 
minor character. Whether he was a caricature of a justice of the peace who, 
legend has it, ordered young Shakespeare beaten for deer-stealing or whether 
he was a parody of the rich and detestable John Gardner, one may well ask 
why Falstaff was chosen as the instrument of revenge. In either case, the point 
dovetails with my hypothesis, for it would have been the Falstaffian element in 
the playwright craving revenge . Moreover, Shallow, that inadequate mannekin 
who ached to be remembered as a lusty ard riotous youth, seems to presage 
the Falstaff of Merry Wives in his delusions of sexual prowess . 
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I submit, therefore, that it is as plausible to see Falstaff embodying the 
Rabelaisian side of the playwright as it is to suppose that Prospero is the 
sorcerer-playwright forswearing the magic of plot and character creation. If 
such inferences about the character in the Tempest are defensible, why not 
credit Shakespeare with conceiving his variant namesake as a lord of language, 
a mythomaniac, who hazarded his fortunes almost as though he craved rejec-
tion? But nothing less than a king could crush his overwhelming ebullience: 
I know thee not, old man . Fall to thy prayers. 
How ill white hairs become a fool and jester! (2H4V.v.48-49) 
In striking contrast, two bourgeois wives can bathe the other Falstaff in the 
Thames like dirty linen. Thus the two Falstaffs, the witty and imaginative 
"tutor and breeder of [Hal's] riots," and the incompetent lecher of Merry 
Wives, equally desire to be cast down, but one may fairly be described as an 
impressive erection, exhibiting all the macho effects of sexual virility, and the 
other pitifully impotent. 9 
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opening scene of the play is very much concerned with below-the-belt references and several 
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ABSTRACT. Iago's decision at the end of Othello not to reveal his motives for the tragedy 
he has perpetrated has given rise to a great deal of critical speculation. Since Coleridge 
described Iago's first soliloquy as revealing " the motive-hunting of motiveless malignity ," 
a series of critics has alternately set aside Iago 's motives or concentrated on one or more of 
those that Iago discusses in the play . Beyond the investigation of eighteenth- and nineteenth-
century philosophy, beyond the view of Iago as a Machiavel or Vice emerging from the 
morality play tradition, or beyond the beliefs in a predominating motive in Iago, lies the 
Renaissance theory of the necessary relationship between the reason, the will, and the 
passions. The fallen Iago's world view, brought about by the subservience of his reason to 
his will, motivates him to be cynically realistic, physical, and self-centered. 
Index Descriptors: character, self, motiveless malignity , motives, reason, will, passions, 
and world view. 
"Demand me nothing ; what you know, you know:/ From this time forth I 
never will speak word" (Othello, V.ii .303-04). 1 These final lines spoken by 
Iago have served as a public announcement to a legion of Shakespearean critics, 
particularly since Coleridge, to supply what we do not know for sure. Why has 
Iago done what he has done? Are the motives he gives for what he does any-
thing more than seeming motives? If there are no motives, then what does Iago 
become? 
Coleridge's analysis still reappears in different habit from time to time, 
partly, no doubt, because of his memorable description of Iago's actions as 
"the motive-hunting of motiveless malignity. " 2 What Coleridge meant by 
"motiveless malignity" has been a matter of some controversy between critics. 
For instance, A. C. Bradley suggests that Coleridge does not mean "that 'dis-
interested love of evil' or 'love of evil for evil's sake' . .. which other critics 
attribute to Iago. He means really that Iago's malignity does not spring from 
the causes to which Iago himself refers it , nor from any 'motive' in the sense 
of an idea present to consciousness. " 3 Elinor S. Shaffer has found further com-
mentary from Coleridge that may shed light on the meaning of "motiveless 
malignity." In his "Opus Magnum," Coleridge says that Iago "is represented as 
now assigning one & now another & again a third motive for his conduct, each 
a different motive and all alike the mere fictions of his own intellectual supe-
riority & a vicious habit of assigning the precedence or primacy to the intel-
lectual instead of the moral; and haunted by the love of exerting power on 
those especially who are his superiors in moral and practical estimation. "4 
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According to Shaffer, Coleridge's analysis of the self indicates that Iago's 
character has become "alienated from its true self" and Iago's intellect, lacking 
a moral basis, "casts about among the mere phenomena, the empty appearances 
of the world, seeking connective links which cannot be located there" (pp . 
199-200). 
To subsequent critics, Coleridge 's insight on Iago 's fiendish malignity has 
been like a lighthouse. Whether sailing towards it or away from it, its light can-
not be totally ignored. The weakness of Iago's seeming motives is clearly shown 
in Bernard Spivack 's in-depth study of the Iago family of Shakespearean 
villains. 5 Spivack says that "a profound ambiguity vitiates each of Iago's 
motives, individually, and divorces all of them together from his dramatic per-
sonality and his actions" (p . 7) . Those motives stated at the beginning of the 
play, loss of election to the lieutenancy and fear of being cuckolded, are for-
gotten Spivack feels as Iago sheds his "human garments" and becomes a person-
ified Vice out of the morality tradition and/or a Machiavel (pp. 21 , 54). 
While not denying the perspective of Iago's character contributed by 
those critics6 who see him as a Machiavel or a Vice from the morality play 
tradition extant in Shakespeare's day, we still are brought back to the question 
of why Shakespeare, the consummate poet-dramatist, would have included any 
evidence that Iago's malignity was motivated, however slightly, in a human 
way. Surely Spivack is wrong in saying that the motivation of sexual jealousy 
is forgotten early in the play as Emilia in Act IV denies the rumor (started by 
Iago perhaps?) that she and Othello have cuckolded Iago . 
0 fie upon them! Some such squire he was 
That turn'd your wit the seamy side without, 
And made you to suspect me with the Moor. (IV.ii.145-4 7) 
At the same time , we should be chary of accepting the full-blown theory of 
sexual jealousy as the motive, such as is suggested in John W. Draper's article, 
"Honest Iago" [PMLA, 46 (1931), 724-37]. If, as Draper suggests (pp. 729-30), 
circumstantial evidence of having been cuckolded were enough to execute 
honorable revenge in those times, then why has Iago failed to wreak vengeance 
on Emilia with the swiftness that Othello will satisfy "justice" later with the 
murder of Desdemona? If Emilia's adultery can be proven, why should Iago 
fear for the backing of the Signoria? Whom do we read of in the play that 
should be a fit "squire" to turn Iago's wit "seamy side without?" Who, in fact, 
has any influence over Iago's wit but the man himself? 
If Iago merely imagines that Emilia has been unfaithful or that by "old 
gradation" he deserves the lieutenancy, we must squarely face another dif-
ficulty. The problem of such views of the reasons for Iago's malignity is shared 
by those critics who find Iago's hate for Othello sufficient motivation for all 
that he does . 7 Will the master dramatist not tell us why Iago hates or why he 
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weaves a fabric of seeming motives? We are foundering once more on the shoals 
hard by Coleridge's lighthouse. 
As I implied in the title of this article, it is possible to sail away from 
Coleridge's lighthouse as well as away from the shoals and rocks of criticism 
nearby that threaten the readers embarked in the craft christened "Shake-
speare's Art." I found Virgil K. Whitaker's Shakespeare's Use of Learning a fit 
pilot in steering me to a new channel. Whitaker examines the Renaissance 
theory of the necessity of balance between the reason, the will, and the pass-
sions. At the beginning of the action of Othello, the relationship between 
Othello and Desdemona represents the state of ideal virtue- reason controls 
the will in both characters (p. 278). There is a good deal of evidence to support 
this contention. 8 Othello's first speech concerning his love for Desdemona 
shows the reluctance of this man in the "vale of years" to take a bride: 
for know, Iago, 
But that I love the gentle Desdemona, 
I would not my unhoused free condition 
Put into circumscription and confine 
For the sea's worth. (I.ii.24-28) 
In the same scene of Act I, Brabantio is incredulous at the marriage of Desde-
mona, she who for some time has "shunn'd/ The wealthy curled [darlings] of 
our nation . . . . " (I.ii.67-68). Apparently, then Desdemona has been just as 
unwilling to marry as brave Othello. Continuing, Brabantio gives important 
insight into the public reaction to this miscegenated marriage. By flying to the 
"sooty bosom" of Othello, Desdemona will incur on herself and her father a 
"general mock," a universal ridicule. To demonstrate that this is not mere 
histrionics on Brabantio's part, witness that he dies of a broken heart over this 
unnatural marriage of his daughter to a "thing" like Othello (I.ii . 71 and V .ii. 
204-06 ). Only witchcraft or enchantment could accomplish such an unnatural 
match of this older General to the beautiful young girl-such is the wording of 
Brabantio 's warrant of arrest. It is also clear from this passage in the text that 
Brabantio still regards Othello as a pagan-the prevalent Renaissance term for 
a Moslem (I.ii.98-99) . In other words, Othello's conversion to Christianity is 
suspect. Perhaps the clearest indication of the balanced relationship between 
Othello and Desdemona is provided by Othello's exposition of their courtship. 
There is no mention at all of passionate, wilful desires as a foundation for their 
love, but rather their love is a rational love. Desdemona loves Othello for his 
valor and fortitude in war, and he loves her because of her pity for him (I.iii. 
167-68). 
There is also a spiritual basis to the love of Othello and l)esdemona. The 
climax this spiritual love has been building towards is poignantly expressed in 






0 my fair warrior! 
My dear Othello! 
It gives me wonder great as my content 
To see you here before me. 0 my soul's joy! 
If after every tempest come such calms, 
May the winds blow till they have waken'd death! 
And let the laboring bark climb hills of seas 
Olympus-high, and duck again as low 
As hell's from heaven! If it were now to die, 
'Twere now to be most happy ; for I fear 
My soul hath her content so absolute 
That not another comfort like to this 
Succeeds in unknown fate. 
The heavens forbid 
But that our loves and comforts should increase 
Even as our days do grow! 
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0th . Amen to that, sweet powers! 
I cannot speak enough of this content, 
It stops me here; it is too much of joy. 
And this, and this, the greatest discords be 
[They kiss.] 
That e 'er our hearts shall make! (II.i.182-99) 
The frame of reference here is an ideal spiritual love. Othello addresses Des-
demona as his "soul's joy." His soul is absolutely content in its reuniting with 
hers, and his only fear of discord between their "hearts" arises from their 
kisses-the public physical manifestation of their spiritual union at this high 
moment of the play. Contrasting with Othello's -magnificent paean to Des-
demona in this scene is Iago's bawdy love palaver. 
Noting the ordering of reason, will, and the passions in Iago, Whitaker 
finds Iago's reason subservient to his will- a mere tool of the will. By continu-
ing to bend his reason to the influence of his will, Whitaker suggests that Iago 
has been committing mortal sin (pp. 278-80). That Iago's reason has been sin-
fully conquered by his will is made clear as the ensign promulgates his world 
view in scene three of Act I. Speaking of virtue or strength of character, Iago 
reveals a facet of his character that is consistent with his subsequent actions: 
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Virtue? a fig! 'tis in ourselves that we are 
thus or thus. Our bodies are our gardens, to the 
which our wills are gardeners; so that if we will plant 
nettles or sow lettuce, set hyssop and weed up [tine], 
supply it with one gender of herbs or distract it with 
many, either to have it sterile with idleness or manur 'd 
with industry-why, the power and corrigible 
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authority of this lies in our wills. 9 (I.iii.319-26; italics mine) 
One of the cuttings in this garden is love, of which Iago says, "It is merely a 
lust of the blood and a permission of the will" (I.iii.334-35). Clearly, it is not 
too far-fetched to say that Iago's imagery of love is consistent with the type of 
love he always means whenever he speaks of love-vegetable love, gratification 
of the sexual passions. To this cynical realist, that love is real which satisfies the 
hunger, which can be seen and felt (see III .iv.103-06). Compare the spiritual 
relationship of Othello and Desdemona. It is also noteworthy that when Iago, 
no longer playing his role as the "honest" soldier, speaks to Roderigo he re-
verts to using prose characteristic of his fallen spiritual state. Sensual love is at 
best prosaic. As Spivack suggests in his study (p. 441), part of Roderigo's func-
tion in the play is to allow Iago to reveal himself at his lowest level without us-
ing only the soliloquies as the vehicle of self-revelation. 
Initially in Othello, Shakespeare presents two contrasting world views. 
Othello's world view is idealistic , spiritual, and unselfish while Iago's is cynically 
realistic, physical, and self-centered. Iago's perverted sexuality is a pervading 
symbol throughout the play of his inherent evil, an outward sign of what is 
at the heart of his malignant motivation. In this play we have the strange par-
adox of an Italian anti-Christ struggling to ensnare a Moorish Christian. More 
than that, Iago plots to enmesh the two other principal virtuous characters, 
Cassio and Desdemona. As G. R. Elliott suggests in his study of Othello, the 
very goodness of Desdemona's being condemns Iago's being. 1 0 Also of Cassio, 
late in the play, Iago says, "He hath a daily beauty in his life/ That makes me 
ugly .... " (V.i.19-20). These lines testify that Iago does not play the villain 
without twinges of conscience. He knows what he has lost. Cassio, like his 
General, believes in ideals, notwithstanding his human weaknesses. In II.iii, 
after his dismissal from office following his part in the drunken riot, Cassio 
speaks of a greater loss than the loss of office, the loss of reputation. Iago's 
response provides further insight into his self-centered world view: 
Gas. Reputation, reputation, reputation! 0, I have 
lost my reputation! I have lost the immortal part of 
myself, and what remains is bestial. My reputation, 




As I am an honest man, I thought you had 
receiv'd some bodily wound ; there is more sense in that 
than in reputation. Reputation is an idle and most false 
imposition; oft got without merit , and lost without 
deserving . You have lost no reputation at all 
unless you repute yourself such a loser. (II.iii .262-71) 
Though there is also a good deal of irony in Iago 's response in connection with 
his supposed disgruntlement at having been denied the election, and though 
these lines are meant to soothe Cassio 's wounded spirits and at the same time 
to lure him into the trap of suing for Desdemona 's aid in restoring the lieuten-
ancy , Iago's underlying morality is equivalent to "Virtue? a fig!" As it is for 
Milton 's Satan , Iago 's basic heresy is that he thinks he is self-sufficient. His 
reputation resides only in his image of himself. Does Iago 's cupidity or self-
love sustain him without qualms in his hierarchical army world, or does Gran-
ville-Barker provide valid interpretation of Iago's character when he says: 
"Iago is a nobody and has his way to make , has an abundant conceit of himself 
and smarts under neglect ; there , indeed, is the immediate spring of his villainy . 
Othello .. . is of royal descent , although he has the tactful modesty to conceal 
this so far from republican Venice ." 11 As Othello's position in life is noble, so 
are his thoughts or so they should be according to the standard medieval and 
Renaissance doctrines of nobility . As Iago 's position in life is base, so are his 
thoughts. If Iago really feels there is no need of virtue or reputation, why does 
he feel "ugly?" There is no textual evidence to suggest that Iago is physically 
ugly. In fact in Cinthio's source story, Iago is a handsome twenty-eight-year-
old. The beauty of Cassio is the beauty of his soul and character. Othello 's 
beauty emanates from his mind (I.iii .252). Since Iago also hates the Moor, I 
maintain his hate is motivated as with Cassio by his aversion to the ideals of 
Othello . These ideals relative to the military life are partly summed up in the 
last moments before Othello 's temptation-a time when he divests himself of 
these ideals as he enters Iago's fallen world: 
Farewell the tranquil mind! farewell content! 
Farewell the plumed troops and the big wars 
That makes ambition virtue! 0, farewell! 
Farewell the neighing steed and the shrill trump, 
The spirit-stirring drum th' ear-piercing fife, 
The royal banner, and all quality , 
Pride, pomp , and circumstance of glorious war! (III.iii . 348-54) 
As the ideals of Othello and Cassio are those ennobling qualities that lift 
man to strive beyond the mutable world to the eternal sphere, then Iago's 
"ideals" strive towards the earth, the mutable, the satanic . Iago's world is the 
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world where will rules supreme and reason is subverted from its rightful ascend-
ancy-the world of chaos to which' Othello turns when he ceases to love Des-
demona. At the end of his first soliloquy, Iago invokes the powers of evil, hell 
and night, to give birth to his monstrous plan to destroy Othello (I.iii.403 -04). 
Iago's satanic nature is further exposed in his third soliloquy when he reveals 
that his logic is like that of the tempting devils: 
Divinity of hell! 
When devils will the blackest sins put on, 
They do suggest at first with heavenly shows, 
As I do now. (I I. iii. 3 5 0-5 3 ) 
The superficial motives that Iago employs to channel his malignity are all 
consistent with his world view, his all-encompassing motive. On the level of the 
fool, Roderigo's purse is motive enough in Iago's earth-centered, self-centered 
outlook. On the level of Venetian society, noted in Shakespeare's day for its 
sophistication, cunning, and intrigue, the motives of racial intolerance at such 
an "unnatural" marriage as Othello's and Desdemona's as well as revenge for 
the loss of office and supposed cuckoldry fit the pattern of a mutable society 
run by "supersubtle" people (I.iii.3 39-82), a society consistent with Iago 's 
many masks in the play. Granville-Barker points out the extent of Iago 's 
protean nature. At first Iago is the "raucous cloaked figure beneath Braban-
tio 's balcony," then the "frank, conscientious soldier," then "Roderigo's 
coolly sceptic mentor in vice," then the "jolly companion with Cassio," then 
the "moralist with Montano," and at last the loyal soldier united in a "holy" 
cause with Othello (IV, 135). 
In the morality play tradition, Iago could well be playing a role that may 
help to explain what may appear at times to be one-dimensional evil-complete 
malignity. As a personified form of Envy, endowed by Shakespeare with more 
human characteristics than the Vice in the simple allegory of the morality play, 
Iago sees the world in terms of his own sinful nature. If, as I contend, Shake-
speare has created a villain with some conscience, it is consistent for Iago to 
justify his own faults by seeing them in others. The existence of noble, valiant , 
brave Othellos, good Cassias, and gentle Desdemonas gnaws at the structure of 
Iago's self-image. Thus he extends his own faults to others. Is he a brave soldier 
like Othello? In his intrigues, on the contrary, Iago tries to avoid any identifica-
tion and ensuing legal entanglements as much as possible. The only person he 
succeeds in killing once he commits himself to action is the unarmed Emilia-
even Roderigo is miraculously healed in the end. 1 2 If Iago accuses Desdemona 
of concupiscence of the eyes (II.i.225-26), we realize that he is merely describ-
ing his own fault by extension. Later he will infect Othello with the very 
disease most akin to his envious nature, jealousy. Others must have his faults 
without matching his intellect. The very fact that Iago, while wearing various 
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masks does admit the worth of a Cassio, a Desdemona, or an Othello proves his 
awareness of his fabricated , hypocritical extensions of his own faults. His own 
vices can also be represented as effects on his wife Emilia. As Iago typically 
speaks of womanhood in a pejorative manner (see I.i .100-02 and III.iii.201-04), 
we should not be surprised at Emilia's similar outlook on men. When Des-
demona naively queries Emilia about the state of sexual infidelity in Venetian 
society, Emilia directly states her position and explains Iago's responsibility 





Wouldst thou do such a deed for all the world? 
Why, would not you? 
No, by this heavenly light! 
Nor I neither by this heavenly light; 
I might do't as well i' th' dark. 
But I do think it is their husbands' faults 
If wives do fall. Say that they slack their duties, 
And pour our treasures into foreign laps; 
Or else break out in peevish jealousies, 
Throwing restraint upon us ; or say they strike us, 
Or scant our former having in despite: 
Why, we have galls; and though we have some grace, 
Yet have we some revenge. Let husbands know 
Their wives have sense like them .... 
What is it that they do 
When they chance us for others? Is it sport? 
I think it is. And doth affection breed it? 
I think it doth. Is't frailty that thus errs? 
It is so too. And have not we affections, 
Desires for sport , and frailty, as men have? 
Then let them use us well; else let them know, 
The ills we do, their ills instruct us so. 
(IV.iii.64-67, 86-94, 96-103) 
The implication of this passage, particularly the pointed last line, is that Iago 
has committed adultery. If anyone in the play should have grounds for sexual 
jealousy and revenge, it is Emilia. Therefore, that Iago should suspect Othello 
of having taken his seat and Cassio of having worn his night cap is a simple case 
of the sinner superimposing his own sins on others. With as low a view of life as 
Iago has, he can expect Emilia to live up to his worst expectations. 
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In conclusion, while admitting humbly that the complex issue of Iago's 
motivation is not yet closed, I will assert that Shakespeare has at least sug-
gested some possibilities in delineating the character of Iago for the basic moti-
vation of his malignity to have arisen from his world view-that mutable, earth-
bound view of the fallen man. 
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SHAKESPEARE'S THE WINTER'S TALE 
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ABSTRACT. Critical controversy often centers upon Shakepeare's possible change of mind 
in mid-composition to reanimate Hermione in contrast with the outcome of Robert Green 's 
Pandosto, the principal source for The Winter's Tale. In Greene the prototypes of Mamillius, 
Hermione, and Leontes all die or commit suicide. Many critics, such as Hallett Smith, believe 
that the Elizabethan/] acobean hospitality to romance is enough to account for the closure 
of Winter's Tale . But this strong native influence need not preclude Euripides' Alcestis-
availabl~ in several printed Latin translations before 1611-from providing seminal hints 
toward Shakespeare's animating the statue of Hermione. If Alcestis subtends this ending, 
then Shakespeare uses Euripides' play as both source and foil for the closure of The Winter's 
Tale . 
Index Descriptors : Euripides, Alcestis, The Winter's Tale, closure of The Winter's Tale, 
and Shakespeare's Women . 
The ongm in Greek romance of Sidney's Arcadia and Spenser's pastoral 
romantic vision in The Faerie Queene, as has often been pointed out, leads to 
the imaginative center of King Lear and, from there, into Shakespeare's late 
plays. In Shakespeare's Romances, Hallett Smith deftly traces these English 
origins to the authority of the Arcadia and demonstrates "the pervasive atmos-
phere of romance in the dramatic and literary milieu in which Shakespeare 
worked." ,The spirit of romance in Sidney and Spenser certainly casts a large 
shadow upon Shakespeare's plays. But this strong native influence, contrary to 
Smith's opinion, may not preclude the Alcestis from providing hints toward the 
closure of The ' Winter's Tale .1 No English translation of Alcestis appeared 
before 1611, as far as we know; but there were several printed translations in 
Latin before 1611. In 1539 the Scottish humanist Buchanan translated the 
Medea and Alcestis into Latin for the common practice of performance in the 
schools. Shakespeare might just possibly have seen such a production. 2 In his 
1895 edition of The Winter's Tale, Israel Gollancz inserts a translation of 
Alcestis (11. 1121-37) in a footnote, including Admetus' wonder at the "un-
looked for miracle" of his wife's rebirth and his worry whether "she is no ghost 
from the nether world. " 3 This passage contains several convincing parallels 
between Euripides' resurrection of the veiled Alcestis from the dead and Shake-
speare's restoration of Hermione. No irrevocable proof of influence upon 
Shakespeare by Euripides is likely to emerge, but I believe the-evidence strong-
ly ·supports its likelihood. The elective affinities alone between these two 
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dramatists would deserve our close attention to their transcending death in the 
mutual medium of tragicomedy. 
Both playwrights share insight beyond the awareness of their contem-
porary dramatists into the roles of women. It is Euripides' Medea who says, 
"I would very much rather stand/ Three times in the front of battle than bear 
one child " (11. 250-51). Shakespeare's Leontes denies the feminine in himself 
through the tyrannical dream of his jealousy; but, through the agency of 
Paulina, of wife, and of daughter, he awakes from his delusion and returns to 
integrity by means of the feminine in himself and in his world. 4 Beyond the 
affinity between Euripides and Shakespeare, I hope to reveal the underlying 
presence of Alcestis as an active force within the ending of The Winter's Tale . 
Shakespeare, however, surpasses Euripides in restoring the relation between 
husband and wife through the agency of renewed femininity and discovery of 
the lost daughter. 
In his edition of The Winter's Tale, Frank Kermode suggests the pos-
sibility that when Shakespeare first conceived Antigonus' dream of Hermione's 
ghost, he "had not yet had the idea of reanimating Hermione at the end of his 
play. " 5 This conjecture gains support from two quarters. In Shakespeare's 
primary source, Robert Greene's Pandosto: Or the Triumph of Time, the 
prototypes of Mamillius and Hermione both die in quick succession; and 
Pandosto, the source for Leontes, commits suicide at the end of the romance, 
provoked by remorse for his sinful deeds. Coleridge, who rarely found fault 
with Shakespeare, thought he nodded by neglecting in his oracle to provide 
"some ground for Hermione's seeming death and ... [sixteen] years conceal-
ment." Coleridge even suggested a possible rephrasing of this oracle, which as 
it stands is closely modeled upon Pandosto. His version reads as follows: "Nor 
shall he ever recover an heir if he have a wife before that recovery" (Kermode, 
p. 181). Since there is no hint of redemption in Greene's romance and since, 
as Coleridge said, Shakespeare in adopting Greene's oracle makes no provision 
for Hermione's return to life, Antigonus' dream of Hermione's ghost might 
imply a change of mind in mid-composition. Shakespeare might have later had 
the idea of bringing Leontes' queen back to life. Whether or not Euripides' 
Alcestis provided the seminal hint for this sculptural act of rebirth, striking 
correspondences between this play and Winter's Tale invite reflection upon 
their possible intertextuality . 
In adapting Pandosto, a work by his old enemy Greene, Shakespeare took 
over a large amount of detail with considerable fidelity. Yet the redemptive 
pattern in the second half of The Winter's Tale radically transforms the tone 
and genre of Green's somber romance. The deaths of the counterparts to 
Mamillius and Hermione, as well as the suicide of Pandosto, illustrate Greene's 
moral that time brings forth just punishment for Pandosto's destructive 
jealousy. It had led to his betrayal of his friend, Egisthus; it had caused the 
deaths of his wife and son; it had provoked him to cast away his baby daughter, 
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Fawnia, in a small boat alone upon the sea. Years later, without knowing her 
identity, Pandosto, having imprisoned her lover, the prince Dorastus, makes 
repeated unrequited sexual advances to the unknown Fawnia. The recognition 
that she is actually Pandosto's long lost daughter destroys the obstacle pre-
venting her marriage to Dorastus . But several days after the wedding, Pandosto 
takes his own life in a fit of remorse. 
Euripides' Alcestis, in stark contrast , offers a paradigm for metamorphosis 
and a countercheck to the slide toward death in Green's action. In his germinal 
essay on "The Argument of Comedy," Northrop Frye provides insight into the 
penchant for rebirth manifested in Shakespeare 's late plays. He conjectures: 
First, that tragedy is really implicit or uncompleted comedy; 
second, that comedy contains a potential tragedy within itself. 
With regard to the latter , Aristophanes is full of traces of the 
original death of the hero which preceded his resurrection in 
the ritual. Even in New Comedy the dramatist usually tries to 
bring his action as close to a tragic overthrow of the hero as he 
can get it, and reverses this movement as suddenly as pos-
sible .6 
Fascination with death, false death, pretended death, or mock suicide makes 
Shakespeare 's plays a laboratory of experiment for Frye's theory of rebirth. 
Alcestis and The Winter's Tale, as one would expect of a pro-satyr play and a 
tragicomedy, carry a necessary presence of a scapegoat (often a precursor to 
rebirth) and thus incorporate overt tragedy within their comedy. Euripides 
contrives an ironic parody of the conventional father-son relation in Greek 
culture by staging a squabble between Pheres and Admetus before the dead 
body of Alcestis. Though Pheres exposes Admetus as a murderer of Alcestis, 
this crusty old father, amid the unseemliness of the incident, functions as a 
scapegoat that helps the play modulate from tragedy to tragicomedy. As has 
been pointed out by Anne Pippin Burnett, Admetus' agon with his father 
structurally parallels the initial encounter between Apollo and Death. At the 
outset of the µlay, Apollo wards off Thanatos by prefiguring his later loss of 
Alcestis to Heracles. Admetus typifies a pattern recurrent in satyr plays by 
banishing old age-Pheres the senex-from his house . 7 In spite of the verbal 
scars that Pheres inflicts upon his son, the old man acts as scapegoat for the 
claim that Death might have upon the house of Admetus. This domestic 
flyting between father and son, enacted before the corpse of the wife, dis-
closes Euripides' typical manner of infusing an accepted lofty myth with 
grotesque comic vitality. It is hard to reconcile this feisty episode with that 
noble action, twice remarked upon in Plato's Symposium, of Alcestis' dying for 
love and thus achieving immortal fame. 
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The Winter's Tale, unlike the Alcestis, makes no use of ironic undercutting 
of myth. One would need to go for that to Shakespeare's Troilus and Cressida, 
second only to Euripides ' Orestes in adapting a mythic source to an ironic 
mode. Shakespeare's action, on the other hand, invests more deeply in tragedy 
than Euripides' by its sacrifices of Antigonus (tragicomic) and Mamillius. Both 
plays focus directly upon the issue of royalty: Alcestis takes pains to insure 
that Admetus will not jeopardize her children's rights by remarrying; old 
people take heart (in Shakespeare's mode of comic irony) at the thought of 
Mamillius' taking over the kingdom and "They that went on crutches ere he 
was born desire yet their life to see him a man" (I.i.39-41). 8 The intimate scene 
with Mamillius, Hermione, and her ladies-in-waiting strikes the tuning fork 
for the play as he begins his winter's tale of "sprites and goblins" (II.ii). Only 
the sacrifice of this precocious prince, as scapegoat to Leontes' delusive dreams 
of jealousy, can shock the king from blustering tyranny into penitence. Antig-
onus also becomes a scapegoat but with a different function: his death bridges 
the tragic and comic halves of the play. As we learn from the shepherds, who 
discover the baby Perdita abandoned on the mythical coast of Bohemia, "all 
the instruments which aided to expose the child were even then lost when it 
was found" (V.ii.70-72). When Antigonus dreams of a weeping Hermione who 
orders him to deposit the baby in a remote part of Bohemia, he falsely assumes 
that her ghostly tears imply .adulterous guilt. 9 He dies deceived that Bohemia is 
the soil of Perdita's actual father. Shakespeare mitigates the loss of Antigonus, 
the sacrificial victim, by giving him a penchant for comparing his wife and 
daughters to his horses and by making him endorse Leontes' dream of 
Hermione's infidelity. Peter B. Erickson portrays the nature of this sacrifice as 
follows: "Leontes ... delegates his problems to Antigonus, who, like a scape-
goat, takes on the suffering that Leontes would have had to go through if the 
play were a tragedy. " 10 But Shakespeare transforms the tragic implications of 
Antigonus' death on the coast of Bohemia by shifting his point of view to the 
comic shepherd who sees a bear dine "on the gentleman" Antigonus (III.iii. 
106). Beyond Frye's comic plot that moves as near death as it can before 
reversing itself, The Winter's Tale includes the rupture of Sicilia's succession in 
the loss of the prince Mamillius and, also, the more symbolic sacrifice of 
Antigonus to physic the disease of Leontes' warped imagination. 
Before considering the endings of Alcestis and The Winter's Tale, we must 
examine a curious passage in the Greek play in which Admetus tells his dying 
wife that he will have her statue made to share his bed: 
A master's hand will counterfeit your form, 
an idol share my bed, and I will kneel and touch, 
call out your name,. in semblance holding one 
I shall not hold again. 
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A pleasure cold as ice will lift 
the weight upon my soul and then perhaps your ghost 
will enter as I dream, bringing to my heart 
some cheer, for it is always sweet 
to glimpse a friend in sleep, 
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however short his stay . (My italics, 348-56) 
In this translation by Burnett, the word ghost, which does not appear in the 
Greek text, is inferred from Admetus ' wish that his wife might visit him in 
dreams (Burnett, p. 36). But the dream/ghost visitor is not uncommon in 
classical and post-classical belief. George Buchanan, in his Elizabethan Latin 
translation of this passage, also infers the word ghost from the context of the 
dream visitor: "umbra me per somnia/ Utinam reversa oblectet" (would that 
your returning ghost might delight me in my dreams). Though we cannot prove 
that Shakespeare read-or otherwise heard of-Buchanan's Latin translation, we 
know that it and at least two other Latin translations were available as printed 
books by 1602. 11 The action of Euripides' Alcestis, in any event, was widely 
known in Shakespeare's Britain. The importance of the word ghost will receive 
treatment as a motif in The Winter's Tale later in this article. 
Since Euripides' audience would have known the Alcestis myth before-
hand, Admetus' imaginary statue unconsciously foreshadows Heracles' trick 
upon Admetus in bringing back the disguised Alcestis from the dead and in 
forcing her upon him as a gift, as a splendid prize won in a wrestling contest 
(1. 103 3 ). 1 2 Euripides further anticipates his ending by an allusion that in-
cludes Admetus' yearning for the lips of Orpheus to win her back from death 
by song (11. 357-62). As a husband who has vowed never to allow another 
woman into his dead wife's bed, Admetus now faces the ultimate test at the 
hand of Heracles. Ironically, as he looks upon his veiled wife, the marriage 
bed that loomed so large to Alcestis as she prepared to die again emerges in 
Admetus' consciousness. It is 
Not easy, Heracles, to hold in check 
a strong young man. I am thinking of your interests. 
Or shall I put her in my lost wife's chamber, keep 
Her there? How can I take her to Alcestis' bed? (11. 10 5 3 -5 6) 
Fearing the shame of betraying Alcestis' memory in the eyes of his country-
men and his own offence to his "dead" wife, Admetus at first rejects Heracles' 
tempting gift. The audience relishes the exquisite comedy of this episode, and 
from the vantage point of detachment produced by Euripides' comic manner, 
now watches the resurgent grief of Admetus as he scrutinizes the disguised 
woman and detects a semblance of his lost queen. In gazing upon the statue of 
Hermione, Leontes, in a situation analogous to that of Admetus, feels grief 
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and remorse, conjured up by her majestic form, for the former slandering of his 
queen. This same magical presence has bereft the newly discovered daughter Per-
dita of her spirits, so that she seems turned to stone like her mother (V.iii.41-42). 
Admetus' intention to induce dreams of Alcestis by placing her statue in 
his bed may beget more than an anticipation of the closing scene in Euripides' 
play. The recurrent motif of Hermione's ghost, not to mention the reanimation 
of her statue, could both be hints derived from Admetus' imaginary statue. 
Though Heracles forestalls the need for a marble image of Alcestis, he can only 
do so by resurrecting Alcestis from the grasp of Thanatos. If Shakespeare took 
this hint from Alcestis, Frank Kermode's speculation about the dream of 
Antigonus providing a change of mind in mid-composition may not survive a 
closer look at the text of The Winter's Tale. Shakespeare may have wished to 
mislead his audience into an expectation of death in order to foreshadow 
Hermione's return by repeated references to her ghost. The unraveling of 
The Winter's Tale begins with Leontes' courtiers strongly urging him to 
remarry, against the protests of Paulina, and to provide an heir for his issueless 
kingdom. The house of Leontes, though less prominent than the house of 
Admetus, nonetheless remains of major import to Sicilia. Leontes speaks better 
than he knows in assenting to Paulina's objection to his taking another queen, 
for a wife less worthy and better treated by Leontes 
would make her sainted spirit 
Again possess her corpse, and on this stage 
(Where we offenders now) appear soul-vex'd, 
And begin, "Why to me-?" (V.i.57-60) 
Shakespeare's play, informed as it is by dream logic and the calculated unreal-
ity of winter's tales, generates an uncanny atmosphere of providence. Paulina 
then acts out Leontes' fictional role of Hermione's spirit. "Were I the ghost 
that walked," she says. I would look into the new wife's eyes to find out how 
they won Leontes, and then "I'ld shriek ... 'Remember mine' " (V.i.63-67). 
In this anticipatory exchange with Leontes, Paulina does everything but con-
jure Hermione's ghost. Her sorcery must wait until the final scene. If the king 
should grant her the office to choose him a wife, Paulina proleptically envisions 
her choice as follows: 
She shall not be so young 
As was your former, but she shall be such 
As (walk'd your first queen's ghost) it should take joy 
To see her in your arms. (V.i. 78-81) 
Far from a false lead, Antigonus' dream of Hermione's ghost foreshadows a 
train of ghostly images. Such tragicomedy demands the illusion of death as 
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prelude to miraculous return from the underworld. It remains for Shakespeare 
to infuse these shadow images with the breath of life. At the end of this scene, 
Florizel urges Leontes to reconcile his angry father to his marriage to Perdita. 
Turning what was an incest motif in Pandosto into a joke, Leontes says he 
might use his new-found credit with Polixenes to beg Perdita for himself. 
Paulina reminds him that a month prior to her death Hermione's attractions 
outvied those of Perdita. In a remark reminiscent of Admetus' partial recog-
nition of the veiled Alcestis, Leontes replies, "I thought of her [Hermione],/ 
Even in these looks I made" (V.i.228-29). But instead of seeing his wife 's 
image through disguise, Leontes sees Hermione's lineaments in the face of his 
yet unknown daughter. Shakespeare chooses to redeem the elder generation 
through the agency of the rediscovered daughter. He thus fulfills the conditions 
of his own oracle, " 'the King shall live without an heir, if that which is lost be 
not found' " (III.ii.134-36). All the evidence supports the suggestion made by 
Israel Gollancz, the more tantalizing for its brevity, on Shakespeare's possible 
knowledge of the Alcestis: "One cannot but think that, by some means or 
other, directly or indirectly, Shakespeare owed his denouement to the Greek 
dramatist-certainly to the Greek Story. " 1 3 
Apart from Chaucer's thumbnail description of the Alcestis myth in The 
Legend of Good Women, George Pettie's Pa/lace of Pleasure provides the only 
other likely source of this story available to Shakespeare. Yet Pettie affords 
virtually nothing to Shakespeare's purpose. In his romantic love story, Pettie 
takes great pains to justify Admetus' allowing his wife to die for him. Euripides, 
on the contrary, in his anti-romantic mode appropriate to a pro-satyr play, 
insists upon raising the hard question: just what kind of man would let his wife 
die for him? In contrast to Shakespeare's feminist insight, the moral drawn by 
Pettie deserves pondering: "This seemeth straunge to you (Gentlewoman) 
that a woman should die and then live againe, but the meaninge of it is this, 
that you should die to yourselves and live to your husbandes. " 1 4 Shakespeare 
instead chooses to present (and Euripides also to a lesser extent) how the 
husband transforms himself through suffering to become worthy of his wife. 
Unlike Euripides, Shakespeare elects to exorcize the disease in the elder 
generation by sacrifice and discovery in the younger generation. If Alcestis 
subtends the ending of The Winter's Tale, then Shakespeare's use of Euripides is, 
finally, a revisionary one that makes its text both source and foil for the clo-
sure of The Winter's Tale. The sexual jealousy of Leontes' uneasy patriarchy 
costs him his heir Mamillius and casts a chilling blight upon Sicilia. When King 
Lear in a lucid moment within his madness tries to kneel down in penitence to 
Cordelia, the clarity of his love restores him as father and king. Like Lear but 
in a lower key, Leontes begins in self-inflicted patriarchal deformity, endures a 
purgatorial expiation, and returns to the natural order through rediscovery of 
Perdita. 1 5 Since the scapegoats for Leontes' tragic misjudgment of Hermione 
are both male, it is fitting that redemption should come to the diseased state 
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through the female Perdita, mythically identified with the goddesses Flora and 
Proserpina. Rather than stage the recognition scene between father and daughter, 
Shakespeare saves his emphasis for a mutual discovery by mother and daughter. 
That way Perdita functions as mediatrix between her reconciled parents, obvi-
ates any awkward need for explanatory speeches, and leaves them free to ex-
press their feelings entirely through the language of gesture. Euripides' Alcestis 
upon her return from death never speaks a word to Admetus; Hermione speaks 
only to her daughter invoking the gods to pour their graces upon her head to 
celebrate the miraculous issue of the oracle. The primary relation of husband 
and wife renews itself through their common bond of the restored daughter. 1 6 
The return of the lost princess heals the imaginary sexual breach between the 
two kings , unites Sicilia and Bohemia, provides Leontes an heir in Florizel, and 
symbolizes a regained femin ine component within Leontes himself. The mythic 
overtone of the corresponding return of the fertility goddess, Proserpina, from 
the underworld to rejoin her mother, Ceres, informs the theme of natural re-
birth in the royal family. 
The closure of The Winter's Tale works in and through metamorphosis : 
Autolycus, the shape-changer, feigns like fictions, the shepherd girl discloses 
a princess, and the statue unmasks a living Hermione. If we readers or viewers 
can break free from the magical spell of this ending, we may reflect from the 
vantage point of detachment upon the meaning of Leontes' transformations. 
Leontes begins by projecting the image of an adulteress upon Hermione and 
then rediscovers her as a vehicle of grace . These dualistic opposites could imply 
merely an either/or choice left open to Hermione's role. These masculine 
stereotypes- either whore or madonna-might suggest an inescapable patriarchal 
bondage.17 Elsewhere in the play, however, Shakespeare presents us with 
images of women that go beyond sexual contempt or the questionable compli-
ment of placing women upon a pedestal. In conducting her own defense at her 
trial, Hermione musters the poise of reason in countering the king's irrational 
innuendos. 1 8 Perdita's earthy wit at the sheep-shearing and her self-possession 
under Polixenes' browbeating give promise of free agency governing the mind 
of a natural aristocrat. Leontes misconstrues a similar autonomy in Hermione's 
energetic social vitality manifested in the early scenes of the play. Leontes' 
metamorphosis under the goading tutelage of Paulina, far more than the suffer-
ing of Admetus, earns him his recognition of the reality principle and of the 
otherness of women. 
It is hard to resist the conclusion that Shakespeare had first-hand know-
ledge of the A lcestis , probably in a Latin translation. 'By using his own author-
ity to counter Pandosto and its portrait of disintegration, Shakespeare radically 
transforms Robert Greene's romance . In Euripides' play, Admetus' idea for a 
statue would have imitated the .dead Alcestis. But Shakespeare reverses this 
process of artistic imitation: the live Hermione counterfeits her statue. "Our 
carver's excellence" turns out to be that of Shakespeare's own art, paradoxically, 
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showing nature's predominance over artifice. Finally the relation of The 
Winter 's Tale to Alcestis remains creatively revisionary. Euripides and Shake-
speare provide evidence for Socrates' enigma at the end of the Symposium: 
"The genius of comedy is really the same as that of tragedy, and the true tragic 
artist is a master also of comedy. 
NOTES 
1Hallett Smith, Shakespeare's Romances (San Marino , Calif.: The Huntington Library, 
1972), pp. 12-14, and 20. Smith takes the following position: "Leontes' fidelity to his lost 
wife justifies her restoration to him. It is not a resurrection, nor is the Alcestis myth rel-
evant" (p. 111). See also Geoffrey Bullough, ed. Narrative and Dramatic Sources of Shake-
speare, VIII (New York: Columbia Univ. Press, 1975), who does not include Alcestis among 
Shakespeare's sources for The Winter's Tale . He contends "that from the moment when 
Paulina brought news of Hermione 's supposed death (111.3 .170 ff.) [sic] the intention was 
to bring her back" (p. 132). See also Harold C. Goddard, The Meaning of Shakespeare 
(Chicago: Univ. of Chicago Press, 1960), who suggests parallels between the two plays, with-
out facing the question of influence (11. 272-73 and 276). 
2 R. R. Bolgar, The Classical Heritage (New York: Harper and Row, 1964), maintains 
that, apart from the Latin version of Alcestis in Britain, before 1600 there were no transla-
tions of Alcestis into English, French, German, or Spanish (pp. 363 and 559). But there was 
an Italian translation of Alcestis by H. Giustiniano in 1599 (pp. 512-13). 
3William Shakespeare, The Winter's Tale, ed. Israel Gollanz (London: J. M. Dent, 
1895), p. viii, offers the following translation of Alcestis (11. 1121-34): 
Heracles. Toward her turn thine eyes 
And say if she resembleth not thy wife. 
Rest happy now, and all thy pains forget. 
Admetus. 0 ye immortal gods! what can I say 
At this unhoped, unlooked for miracle? 
Do I in truth behold my wife, or doth 
Some phantom of delight o'erpower my sense? 
Heracles. This is no phantom but your own true wife. 
Admetus. Art sure she is no ghost from the nether world? 
Heracles. You did not think a sorcerer was your guest .... 
See also, William Shakespeare, The Winter's Tale, ed. ]. H. P. Pafford (Cambridge: Harvard 
Univ. Press, 1963), p. xxxiv, "Although apparently no English version, there were several 
editions in Latin before 1611." 
4Medea, trans. by Rex Warner, in Euripides, ed. David Grene and Richmond Latti-
more (Chicago: Univ. of Chicago Press, 1955), I, 67. Carolyn G. Heilbrun, Toward a Recogni-
tion of Androgyny (New York: W. W. Norton, 1973), sees Leontes' abandoning his daugh-
ter by exposure, along with Macbeth's exhorting his wife to bear male children only, as 
breaches in androgyny manifesting the unnatural (pp. 32-33). 
5William Shakespeare, The Winter's Tale, ed. Frank Kermode (New York: New Amer-
ican Library, 1963), p. 88. See also David Bergeron, "The Restoration of Hermione in 
The Winter's Tale" in Shakespeare's Romances Reconsidered, ed. Carol McGinnis Kay and 
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Henry E. Jacobs (Lincoln, Neb.: Univ. of Nebraska Press, 1978), pp . 125-28; he supports 
Kermode's conjecture about Shakespeare 's change of mind. Bergeron argues that Simon 
Forman may have seen a different version of the play, because he made no remark about the 
revival of Hermione. Bergeron strongly supports Hallett Smith's idea that the contemporary 
appetite for romance would obviate the need for an influence by Alcestis. He finds a possible 
source for Shakespeare 's revival of Hermione in a pageant, Chruso-thriambos: The Triumphes 
of Golde, by Anthony Munday presented at the Lord Mayor's show in London on 29 October 
1611. His argument that Shakespeare's closure is inspired by this masque-like reanimation 
of Leofstane before a tomb of Time, after a death of 500 years, strikes me as less convincing 
than the comparable motif of rebirth in Alcestis. But it is possible that both sources are 
operative. 
6Northrop Frye, "The Argument of Comedy," in Modern Shakespearean Essays, ed. 
Alvin Kernan (New York: Harcourt Brace and World, 1970) , p. 169. 
7 Anne Pippin Burnett, Catastrophe Survived: Euripides ' Plays of Mixed Reversal 
(Oxford: Clarendon Press, 1971), p. 33 . See also Victor Castellani, "Notes on the Structure 
of Euripides ' Alcestis," in American journal of Philology , 100 (1979), who reinforces 
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vehicle, reversal of the mood and the content is the story of this two-act drama" (p. 496). 
8William Shakespeare, The Riverside Shakespeare, ed. G. Blakemore Evans (Boston: 
Houghton Mifflin, 1974), p. 1569. Other citations from Shakespeare are from this edition 
and will be documented in the text. 
9pafford, ed. The Winter 's Tale, p. 68, n. 
10Peter B. Erickson, "Patriarchal Structures in The Winter's Tale," PMLA, 97 (1982), 
822. 
11 Tragoediae Selectae Aeschyli, Sophoclis, Euripidis, Medea, and Alcestis, trans. 
Georgiu Buchananum (1567), p. 189. This English translation of Buchanan is by Diana 
Wilson . Henricus Stephanus, the publisher of Buchanan's translation, was also a classical 
scholar who had published both at Geneva and Paris (Union Catalogue Pre-1956, IV, 547). 
See also Euripidis Tragoediae, quae hodie extant, omnes, Latine solita oratione redditae, 
ita ut versus versui repondeat (1562), p. 345, and Euripidis Tragoediae quae extant, trans. 
Gulielmi Canteri, et al. (1602), pp . 626-27. These Latin translations, which can be found in 
the Harvard University libraries, attest to the widespread currency of the Alcestis in Latin 
printed books before 1611. See R.R. Bolgar, p. 363, for evidence of Buchanan's translation 
in active use by the schools in Britain. I am indebted to Victor Castellani for assistance on 
problems related to the Greek text of Alcestis. In addition , see Emrys Jones, The Origins of 
Shakespeare (Oxford : Oxford Univ. Press, 1977), pp. 85-118, for a convincing argument that 
Shakespeare used Euripides ' Hecuba and Iphigenia in Aulis, respectively, for Titus Andron-
icus and a scene in Julius Caesar. These plays of Euripides were popular through translations 
by Erasmus , who was "the presiding genius of Tudor school education" (p . 96). 
12 Alcestis, trans. Richmond Lattimore, in Euripides , ed. David Grene and Richmond 
Lattimore (Chicago: Univ. of Chicago Press, 1955), I, 46 . Hereafter quotations from Alcestis 
are taken from this edition. 
13 The Winter's Tale, ed. Gollancz, p . viii. 
14George Pettie, A Petite Pa/lace of Pettie His Pleasure, ed. Herbert Hartman (London: 
Oxford Univ. Press, 1938), p . 145. See also, John Gower, Confessio Amantis in The English 
Works of john Gower, ed. G. C. Macaulay, The Early English Text Society (London: Kegan 
Paul, Trench , Tiibner, & Co ., 1901), II, 285, 11. 1917-49, who includes nothing to Shakespeare's 
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speare 's t ime. Gower focuses only upon Alcestis' noble dying fo r Admetus who rises healthy 
from his sickbed at the moment of her death. 
15 Erickson, "Patriarchal Structures in The Winter 's Tale, " remarks upon the feminizing 
of Leontes ' partriarchal tendencies, primarily through the agency of Paulina; however, for 
him the women must still defer to patriarchal assumptions to bring about the final harmony 
(p. 827) . 
16cyrus Hoy, "Fathers and Daughters in Shakespeare 's Romances, " in Shakespeare's 
Romances R econsidered, makes the point that, in the late plays, Shakespeare uses an ideal-
ized feminine chastity in the daughter to save the father from despair . Bu t the fact remains 
that " Leontes is chiefly memorable as Hermione's conscience-stricken husband rather t han 
as Perdita's father" (p . 87). 
17Cf. Elizabeth Janeway , "Who is Sylvia? On the Loss of Sexual Paradigms," in 
Women, Sex , and Sexuality, ed . Catharine R. Stimpson and Ethel S. Person (Chicago: Univ. 
of Chicago Press, 1980) , who says: " Eve and Mary have presided over our existence, offering 
that meanest of options , an either/or choice" (pp . 6-7). 
18David, M. Bergeron, "Hermione 's Trial in Th e Winter's Tale ," Rocky Mountain 
Modern Language Association Convention, Salt Lake City, 22 Oct . 1982, gave abundant 
testimony to Hermione's autonomy and integrity under fire . 
I am indebted to Rachel J acoff for feminist insights and for discussions about the role 
of Alcestis in the Renaissance . 
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ABSTRACT. The Comedie-Frans:aise staging of Corio/an in Paris in 1933 sparked an uproar 
in the audience which led to the improbable firing of the company's director , protests in 
the streets, and the eventual humiliation of France's national government. Through studying 
the carefully documented theatre annals, the translator's notes, the French version itself, and 
newspaper reviews of the day, we gain a clear understanding of how the production was 
mounted and just how directly Shakespeare's work may be held accountable for the political 
debate. Photographs of the production and copies of the eleven set designs also have been 
taken into account. What emerges is a remarkable instance of Shakespearean theatre's 
vividly commenting on a very modern set of circumstances through nothing less than the 
work itself. 
Index Descriptors : Coriolanus, Shakespeare, stage history , Comedie-Frans:aise, Rene-
Louis Piachaud, and Emile Fabre. 
While Shakespearean stage-history includes many conscious social or 
political statements, the 1933 Comedie-Frarn,;:aise Coriolan is a splendid and 
rare example of political relevance applied to a neutral production from the 
state of the government itself. Perhaps later projects such as Brecht's version of 
Coriolanus appeared viable on the strength of this production. In any case , the 
Paris staging remains a remarkable instance of Shakespearean theatre's bearing 
directly on the current political conditions due to the merits of the work itself 
and not to any directorial message . 
The play was already familiar to French theatre goers by the 19 3 Os. As 
early as 1676 a published translation of Coriolanus appeared in France. The 
19 33 version used by the Comedie-Frarn;:aise, that of the Swiss scholar Rene-
Louis Piachaud, was the twelfth such translation. He described his version as 
"translated freely from the English of Shakespeare and adapted to the French 
scene. " 1 The changes in his text consisted mainly of compressing certain scenes 
and eliminating obscure allusions . He disdained further tampering, commenting 
acidly in his published notes: 
The English have travestied their great man. I have before my eyes 
the text of Coriolanus that Macready and Kemble played in London. 
This is a prodigious arrangement! I will give some measure of the 
boldness of these adaptors when I will say that Virgilia ('my gracious 
silence') had at the end of the piece a most ample discourse. 2 
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He considered such changes "a liberty that goes against the rights of scholar-
ship" and insisted that he had not " offended Shakespeare, the man of the 
theatre" (p. 229). 
It is true that he considered Coriolanus a Carnelian hero, the mob the 
instinctual, irrational force found in Corneille and Racine, and the tribunes 
"two very quotidiens of imbecility" (p. 234), but his opinion does not sub-
stantiate the notion that he slanted his translation in favor of the hero. If any-
thing, it implies the reverential treatment given classic French texts. Nor does 
scrutiny of his translation reveal such a bias ; the parts remain weighted as in 
the original, with such passages as Caius' tirade against his troops , I.iv. 3 0-4 3, 
vividly intact. 
He organized the play into three acts instead of five, with 23 scenes in-
stead of 29, omitting I.ii (Aufidius and Senators in Corioles), I.vii (Titus 
Lartius setting a guard on Corioles), and IV.iii (the Volscian and Nicanor) . 
Piachaud compressed IV.iv and v (Coriolanus in Antium), as he did V.ii and 
iii (Coriolanus encamped outside Rome) and V.iv and v (Rome awaiting news). 
None of these structural alterations changes the essential ideas or shape of the 
play nor seems to have been intended for that purpose . They simply help the 
action move quickly , as may be appropriate for a "theatrical" translation. 
As one of France's two national theatres , the Comedie-Frarn;aise received 
government funds and kept detailed records of its operation. Through these we 
know of the preparations leading up to the Paris production. These included an 
official vote on the project in May 1932, the approval by two Shakespearean 
experts of the accuracy of the translation, formal approval of the budget in 
September 1933 (160,000 francs for that and for L 'Arlesienne), and even a 
visit by the eminent director of the company, M. Emile Fabre, to England in 
June 1933 to see Bridges-Adams ' staging of Coriolanus. A collaboration was 
considered but later abandoned . Andre Boll designed eleven classical but 
stylized sets, 3 while M. Betout 's costumes were equally "antique" but simple, 
with the plebeians in roughly-woven earth-toned tunics and the patricians in 
long white togas . Using the great resources of a national theatre, 231 "supers" 
were brought into the production and carefully choreographed.4 M. Alexandre 
played Coriolanus as statuesque and dignified, winning acclaim for his person-
ation, as did the rest of the cast , especially M. Herve for his fiery Aufidius and 
Leon Bernard for his comedic Menenius. 
After its 9 December premiere , the production received favorable reviews, 
such as the Observer's 17 December paean: the play is "so intelligently acted, 
with the meaning of every line brought out for its full value, with such dig-
nified, broadly conceived, and beautiful mounting, and with such vivid stage 
management of crowds and battles, that it is not only generally acclaimed as 
the finest thing that the Comedie-Franc;:aise has done for years, but is drawing 
bigger houses than the play has probably ever had in England . " 5 Fortunat 
Strowski in Paris Midi , 10 December, said the company had staged "this 
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enormous drama with a color, an animation, a life, a force, a brutality that is 
extraordinary" (theatre annals, p. 172). 
Very shortly, however, audience response deteriorated into unprecedented 
fractiousness . Time and again speeches were interrupted by jeers or applause 
from opposing political sides. John Palmer later attributed this not to party 
politics but to another tradition: "The surest way for any dramatist to elicit 
active approval and delight from a representative French audience any time this 
last 10 years has been to appeal directly to its ready contempt for the success-
ful man of affairs, irrespective of his party or profession" (The Times, 20 Feb-
ruary 1934, cuttings book p. 45). 
The unnamed critic for the Dublin Saturday Herald wrote on 6 January 
that the play 
continues to evoke enthusiastic demonstrations when the actors de-
claim the strictures on politicians which are thought to have a mod-
ern application .... Audiences refuse to allow them to pass without 
a vigorous and burning acclamation of their approval. That seems 
extraordinary to me, for I remember when this same fine drama was 
first produced at the Odeon Theatre in 1910. Paris was then engulfed 
in such social tranquility that the biting sarcasms at the expense of 
those who conducted the affairs of state [were regarded] as so much 
ancient history. Yet what was ancient history twenty-five years ago 
is today very active and actual politics! (cuttings book, p. 42). 
The British press ran gleeful accounts under such headlines as "Unrehearsed 
Scenes," "Audience Fight at Play," and from the 19 January Bulletin or Scots 
Pictorial, "Coriolanus Row in Theatre-Shakespearian 'Dictator' Displeases 
Parisiens," with the "NOTE.-lt is presumed that the reason for the audience's 
objections was the marked flavour of dictatorship that attaches to the initial 
speeches and overbearing manner of the character Coriolanus" (cuttings book, 
p. 42). 
Incompetent government, rising deflation, and a tenuous balance of power 
between right and left made much of Coriolanus unpalatable for one or another 
political faction. Alfred Cobban writes that by 1932: 
four years in opposition had brought the Radicals and Socialists to-
gether again, while the Communists ... continued to lose support. 
Right and left were still, in votes, extraordinarily evenly balanced, 
but given the system of a second ballot a small change could alter 
the complexion of the Chamber drastically . . .. By 1933 there were 
1,300,000 unemployed and both agriculture and industry were in 
difficulties. . . . French politics had now reached an impasse. The 
cabinet of the independent Socialist, Paul Bancourt, lasted barely a 
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month . Another Radical, Deladier, survived from January to Octo-
ber 19 3 3 by abandoning the attempt to get any financial proposals 
through the Chamber. . . . The repeated slaughter of cabinets ... 
provided an opportunity for Communists and Fascists to concen-
trate their fire from left and right on the incompetence and cor-
ruption of republican politics.6 
Dictatorship, then, was a real concern. Two reviews exemplify, I think, the sort 
of polarization that went on . Gabriel Boissy stated in Comoedia, 9 December: 
" It is to be hoped that every Frenchman will see and applaud this work, which 
might have been written by an ex-soldier of the last war, saddened and dismayed 
by the tragic fruits of peace. This is a great day for the Comedie-Franc;:aise- and 
perhaps for France, too. Each time the country finds itself hesitating at the 
crossroads literature or the theatre has produced a pointer to guide timid 
spirits" (cuttings book, p. 41) . 
In Midi, 10 December, Jean Bastia gave an opposing viewpoint: 
One must read the journals of the Right on Coriolan, the new pro-
duction of the Comedie-Franc;:aise. What eulogies! But not so much 
to the message of Shakespeare as that of M. Emile Fabre. M. Emile 
Fabre was, up to now, considered a man somewhat of the Left. But 
'of' is useless; one should say 'a man completely Left-wing.' . . . 
There is, in Shakespeare , one work that is clearly antirepublican : 
Coriolanus. It's this they 've chosen. Why? I well know that France 
awaits a dictator, he thinks ... . And if it 's a Left-wing dictator, well 
then . . . . And M. Alexandre is rightly named after an emperor ... 
and has played the Caesars plenty of times (theatre annals, p. 168). 
Dictatorship, however, formed only one theme in a complex array of 
public disillusionment. After a third government of the Republic in January 
1933 came a fourth in October and a fifth in November, that of Camille 
Chautemps. Early in January 1934, concurrent with this production, govern-
ment officials were shown to have dealings with a shady financier, Sacha 
Stavisky. Dismissals were called for over the Stavisky affair. On 6 January 
both right-wing and left-wing factions interrupted the performance, while on 
17 January scuffles broke out in the house. 
Meantime, Chautemps did nothing. Finally, on 28 January, he resigned; 
when Deladier resumed power, he punished the guilty officials by promoting 
them. While this was going on, Coriolan served as the arena for vociferous 
political debate. Perhaps this prompted Deladier to take the unprecedented 
and ill-advised step of firing M. Fabre on 3 February. He then exposed himself 
to further ridicule by replacing Fabre with M. Georges Thome, the Chief of 
Police. Protest was not long in coming. 
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During and after a performance on 4 February, the audience so resound-
ingly showed its support of M. Fabre that it was persuaded to leave the theatre 
only after an impromptu speech by M. Alexandre, offering a wonderful reverse 
image of Coriolanus cajoling the masses. The audience then proceeded down 
the street chanting " Long Live Fabre!" and "Down with Thome!" The critic 
for the Evening News (5 February) , under the heading "M. Shakespeare Gets 
the Sack" wrote, "One would hardly have thought it possible that Shakespeare 
would play a leading role in a French political turmoil. But Coriolanus did it 
this week-end . .. . [Fabre] has paid the price of putting on this seemingly harm-
less Shakespearian play .... doubtless Shakespeare will henceforth be treated as 
suspect" (cuttings book, p. 43) . 
In what it considered an "amusing comment on state theatre change," the 
Birmingham Post (6 February) carried a Reuters report that summarized 
French reactions: 
'Le J our' . . . has a headline 'Fabre owes his disgrace to Shakespeare.' 
Shakespeare's eternal verities-a disintegrating empire, the dangers of 
dictatorship and demagogy-have been taken both by Right and Left 
as aimed against themselves. The speeches of the tribunes in Cori-
olanus , declares 'Le Jour,' can be heard in the Chamber every day . ... 
During an interval the tragedian Alexandre announced from the 
stage , amidst tremendous applause, that the Society of Dramatic 
Authors has requested the Government to reconsider its decision on 
M. Fabre's dismissal , and that all the artists of the Comedie-FranS'.aise 
had supported this request. 
'Paris Midi' ironically suggests today that M. Fabre 's dismissal 
was due to his having been mixed up in the Stavisky scandal. His 
crime, says the newspaper , was that he 'dined with a traitor called 
Coriolanus in company with Stavisky's racehorse trainer and another 
fellow called Shakespeare. All three plotted against the Republic. 
Luckily a Surete Generale plain clothes man was under the table 
(Ibid). 
The Daily Mail (8 February) published Percy Mitchell's commentary 
"Much (French) Ado About Shakespeare," in which he said, "To think that 
the public performance of Coriolanus, [Shakespeare's] 3 26-years-old tragedy 
.. . should still have the formidable power to hurl from his managerial seat the 
innocent administrator of the Comedie-FranS'.aise and install in it even for a day 
the ex-chief of the national detective department .. . Ah, Shakespeare! There 
was a man! ... He is the author of the day, the "best seller," at any rate the 
greatest stage attraction, in Paris" (cuttings book, pp. 43-44 ). 
The theatre annals recounted (p. 3 87), " in one of these courageous 
articles of Gingoire, M. Henri Beraud was able to speak of 'the ridiculous epic 
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of M. Thome charged to arrest Coriolan' " (9 February). M. Boissy asked, 
"Is one to revoke M. Emile Fabre to provide for M. Georges Thome, deposed 
from the Surete Generale? All the Comedie-Franc;aise, all the Theatre rise up 
against this iniquity ." While Jean Bastia wrote in the 5 February Comoedia 
that other new posts be created , including Deladier as "administrator for con-
cocting pocket-surprises" (theatre annals , p . 388). In the face of this unan-
imous outcry , Deladier relented. On 5 February M. Fabre was restored to his 
post. Furor over the Stavisky affair forced Deladier from office two days later. 
By 20 February audience reaction during Coriolan involved so much 
political polemics and consumed so much time that Fabre temporarily sus-
pended performances. John Palmer wrote that " thus is the saying of Stendhal 
once again confirmed : 'politics is the foot attached to the leg of literature' " 
(The Times , 20 February, cuttings book, p. 45). In this instance, however, the 
foot seems to have gone to sleep. The coalition government replacing Deladier 
issued an official request on 3 March that Coriolan be banned. As with the 
firing of Fabre , this action met with loud opposition and, as before, was 
quickly abandoned . The government sanctioned performances of Coriolan 
11 March, and the drama continued its successful run well into the summer. 7 
The fact that Shakespeare 's work could have political repercussions 
sparked much commentary . Some judged such politics to obscure the value of 
the drama, while others argued that they re-enforced its value , giving true 
meaning to the term "living theatre. " Abel Bonnard wrote in Debats (16 De-
cember 1933) that "a tradition has returned. One knows that before , in the 
theatre , the public loved nothing better than to apply the verses of the trag-
edies to the events of the day . It is this that they do again at the Comedie-
Franc;aise with Coriolan. " In Palmer 's 20 February article he suggested : 
Only within the last 20 years have the younger producers of France 
begun to appreciate Shakespeare's possibilities as a civilized dramatic 
author, and the production of Coriolanus at the Comedie-Franc;aise 
may be regarded, historically, as the first official French recognition 
of him in his habit as he lived. It is the more regrettable that the 
importance of Coriolanus as a theatrical event should have been 
obscured by the political uproar which it has occasioned (cuttings 
book, p . 45). 
Referring to the brief ban , Palmer said that "Coriolanus, uttering sen-
timents so dangerously pertinent, was incontinently banished" (Ibid.). Similarly, 
the Observer, 11 March 1934, reported : 
The play 's bitterly ironic picture of demagogues and their dupes and 
the proud scorn of Coriolanus for any kind of appeal to popular 
judgement had been adopted by certain groups to the Right . .. as 
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a topical object-lesson; and, on days when it was given in the rep-
ertory, the audience of the Theatre Franc;aise was turned into some-
thing like a party demonstration, which gave to the success of the 
production a character which was not purely artistic (cuttings book, 
p. 48). 
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An appropriate conclusion to this production and its political impact is 
Palmer's statement that "the literary event remains. Shakespeare is no longer 
the remote and insular figure of French tradition, and the French playgoer is 
actively reconsidering his estimate of the man who wrote a play in 1609 which 
has remained sufficiently alive to provoke a riot in 1934." I think we may 
apply these sentiments to playgoers in every country and at any time, where 
Shakespeare's work of itself comments on the world around us. 
NOTES 
1 La Petite Illustration: La Tragedie de Corio/an, trans. Rene-Louis Piachaud, (Bobigny, 
France: L'Illustration, 1934), Front. French passages in this paper have been translated by 
the author. 
2Page 23 7 in his Examen following the text. 
3 Set designs available at the Shakespeare Centre, Stratford-upon-Avon. 
4 See La Comedie-Franfaise, Annees 1933 et 1934, La Maison au Travail, ed. Edouard 
Champion, (Nogent-le-Rotrou: Daupeley-Gouveneur, 1934), hereafter referred to as the 
theatre annals. All French newspaper reviews come from this source. See especially pp. 
172-81. 
5The Shakespeare Memorial Library, Birmingham, England, cuttings book of reviews 
of Coriolanus, various productions, p. 41. 
6 Alfred Cobban, A History of Modern Franch, 1871-1962, (Middlesex: Penguin 
Books, Ltd, 1965), III, 137-40. 
7 See theatre annals, pp . 162-88, 385-97, and 402-13. William L. Shirer also gives an 
excellent review of this episode in his The Collapse of the Third Republic, pp. 195-238. 
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Josephs, Allen, 1983. White Wall of Spain : The Mysteries of Andalusian 
Culture. Foreword by James A. Michener. 187 pp. Iowa State University Press, 
Ames, IA. Cloth (ISBN 0-8138-1921-0) $19.95 . 
Allen Josephs has written a brief but intriguing cultural-historical account 
of the Spanish province of Andalucia, an area that he identifies as the oldest 
site of civilization in western Europe. The focus of this book is on the historical 
dialectic of continuity and change. 
Josephs credits many of the unique aspects of Andalucian culture to the 
accretion of "oriental" influences brought by the arrival of successive waves 
of Mediterranean and Middle Eastern peoples, ranging from the Cretans and 
Phoenicians in the first and second millenia B. C. to the Gypsies in the 1400s 
A. D. Andalucia's ability to absorb and assimilate elements of these imported 
cultures contributed to the phenomenon of continuity which he argues makes 
Andalucia unique in comparison to many other areas of western Europe. In 
particular, he sees Andalucia as having escaped the evolution toward a "society 
of rationalistic materialism" which since the Enlightenment has transformed 
the western world. 
After three introductory chapters that foreshadow this basic theme and 
provide an impressionistic assessment of Andalucian culture and history, the 
experience of continuity rather than radical change is explored in four chapters 
that focus on the roots of the Flamenco in the ancient dance traditions of 
Gades (Cadiz), the relationship between the ancient veneration of the earth 
goddess and modern Catholicism, the art of toreo (mistranslated traditionally 
as "bull fighting"), and the influence of Andalucia on the art of Picasso. Each 
of these themes helps the reader to gain an empathetic understanding of the 
author's emphasis on continuity as the essential element in the Andalucian ex-
perience. The continuity he posits is one of indirect linkages rather than the 
type of direct lineal causality which is usually sought by the social scientist. 
Thus the ancient worship of a mother goddess created an environment that 
provided the context for modern Andalucian religious celebrations in honor of 
the Virgin Mary, but it did not provide the specific forms and content of the 
contemporary rituals. Similarly, he does not claim that the art of toreo is 
directly derived from the pervasive tradition of ritualistic bull sacrifice in the 
ancient Mediterranean world, but instead suggests that the sense of magic and 
the sacred retained in Andalucia, along with particular social and historical 
factors, coalesced in the eighteenth century to create that incredible ritualized 
public drama in which the artistic sacrifice of a brave bull is a key element. 
Professor Josephs does not attempt to write a dispassionate analysis of 
the Andalucian historical experience. Instead, he invites the reader to join him 
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in the proclamation of the values that inhere in the retention of the sense of 
magic and mysticism that gives form and meaning to his beloved Andalucia. 
He places that religious-sacred sensibility in opposition to the simplistic em-
phasis on empiricism and rationality which have caused much of the moral 
heartburn of the twentieth century. His fear is that the centuries-long resil-
iency of Andalucia to the corrupting values of progress and materialsim so per-
vasive in the rest of the western world may well be eroded beyond repair during 
the course of this century. Thus he offers this book both to capture the essence 
of what might be lost as well as to alert his readers to ways in which they might 
integrate elements of the Andalucian mystique into their own cultures. 
This focus places his study in the tradition of other twentieth-century 
critiques against the manner in which the western world has uncritically ac-
cepted the objective, scientific world view which has served to blind modern 
man to the primordial and magical aspects of reality. He thus joins scholars such 
as historians Theodore Roszak (Where the Wasteland Ends) and William Irwin 
Thompson (At the Edge of History and Passages About the Earth) as well as 
the late British economist E. F. Schumacher (A Guide to the Perplexed) in 
issuing a warning against reliance on this incomplete world view which has 
produced the pseudo-scientific analyses of the human prospect which threaten 
to stifle the creativity of our basic educational and social institutions. 
If this approach seems too esoteric to commend his book, I would add 
that it can also be read for the historical content and cultural analysis of an 
important Spanish province. The book offers both introductory information 
for the general reader as well as discussions of basic interpretive and historio-
graphic issues which should be of benefit to the specialist. The book is en-
hanced by photos that introduce each chapter and illustrate a particular theme 
developed therein. 
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